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C rnyOoyahiweh Mph3HaTesIbHOCTbIO 
bopucy Jlbpopwyy WonKunyy, 6063 
nmpodeccHOuHaNbHOH ΠΟΜΟΙΠῊ KOTO- 
poro 3Ta KHHTa He COCTOMacb OBI. 


Μὲ βαϑιὰ εὐγνωμοσῦνη στὸν Μπορὶς 
Λβόβιτς Φόνκιτς, χωρὶς τὴν 
ἐπιστημονικὴ βοήϑεια τοῦ ὁποίου τὸ 
βιβλίο αὐτὸ δὲν εἶχε δεῖ ποτὲ τὸ φῶς τῆς 
δημοσιότητος. 


With the deepest gratitude to Boris 
Lvovich Fonkich without whose pro- 
fessional guidance this book would 
have never been written. 


11 


KOMMEHTapHn U3AaTeNbCTBa. 


Nokes anne ABTOPa M3NOKMTb PYCCKMH ΜΗ ΔΗΓπΗ ἥοκμῆ TEKCTEI 
ΚΗΜΓ Ha Napannenbybix cCTpaHnuax (ργοοσκμῆ — Ha YETHBIX, a 
aHrIMMCKWM — Ha HEYeTHbIX), K COKAaNEHMW, HE YAanocn 
BbINONHKTS NO TEXHHYECKMM NPMYKHaM. 


Commentary of the publishing house 


We are sorry to admit that due to the technical reasons 
it became impossible to fulfill the author’s wish to print 
a bi-lingual (Russin-English) edition of the book. 


O ΚΗΜΙῈ 


wt 


B omHom n3 "CnoBapeli" THTyprMyecKHX TepMMHOB CKa3aHO, ἯΤΟ 
"TeopeTukoH" ("Qsmpntixov") - 3TO "pyKOBOACTBO, KOoTOpoe coslepxXHT 
TeopHio LepKOBHOM My3biky"!. ΤΡΆΠΜΠΙΜΗ Ha3blBaTb CJIOBOM 
"TeEOPeTHKOH" paOoTbl, ΠΟΟΒΗΙΠΘΗΗΒΙΘ TeopHu TpeyecKoH LepKOBHOM 
MY3bIKe, CJIOKHIaCh CpaBHHTesIbHO HewaBHO HM pellialoulylO ΡΟΠΡ B 
9TOM, 6e3YCIOBHO, ΟΡΙΓΡΆΠΗ 3HaMeHMTbIC ΚΗΗΓΗ XpvicaHtTa "bobo 
TeOPeTHKOH My3bIKH"* HW "BpeseHve B TeopHlo MW ΠΡΆΚΤΗΚΥ ΠΟΡΚΟΒΗΟΝ 
MY3bIKH'>. KoHe4HO, OHOBPeMeHHO C HMMM MNOABIANMCL 
"TeopeTHKOHb!" Η ΠΡΥΓΗ͂Χ apTopos*, HO HMeHHO ΒΡΙΠΔΙΟΙΠΉΘΟΣ Tpydbl 
XpvcaHTa ΠΟΠΟΣΚΗΠΗ Hayao 8 Lenow cepHH MyY3bIKaJIbHO- 
TeopeTHyecKHX KHMT, B Ha3BaHHH $$ KOTOpbIX MOCTOAHHO 
HIPHCYTCTBOBAIO COBO ϑεωρητικόν. OHO HacTObKO MpOdHO ΒΟΙΠΠῸ B 
ΟΘΉΧΟΙ, YTO TePpMHHOM ‘"“TeOpeTHKOH CTaJIM UMCHOBAaTb axe 
PyYKOMMcHble KHHTH, CODepxalljve COYUMHEHHA HCKIIOYHTEIbHO TO 
TeOPHM ΠΕΡΚΟΒΗΟΪ My3bIKH?. 


1 Βεργώτης Γ. Λεξικὸ λειτουργικῶν καὶ τελετουργικῶν ὅρων. Θεσσαλονίκη 1988, 58. 
Χρύσανϑος ἐκ Μαδύτων. Θεωρητικὸν Μέγα τῆς Μουσικῆς. Τεργέστη 1832. 

3. Tob αὐτοῦ. Εἰσαγωγὴ εἷς τὸ ϑεωρητικὸν καὶ πρακτικὸν τῆς ἐκκλησιαστικῆς μουσικῆς. Εν 
Παρισίοις 1821. 
CmM., HanpumMep: Macarie ieromonahul. Theoreticon sau Privire cuprinzatoare a 
mestesugului musichiei bisericesti, dupla asazamintul sistimii ceili noao. Vienna 1823 

CM., HalipHMep: Στάϑης Ip. Ta Xetpoypaga .. A, 560, B,171,172,511,698. 
Χατζηγιακουμῆς M. Χειρόγραφα ἐκκλησιαστικῆς μουσικῆς 1453-1820. ᾿Αϑήνα 
1[980,202,203,205. 

B cepeavHe XIX speKa Ha3BaHWe "ΤΟΟΡΟΤΗΚΟΗ " CTaIO CTOJIb ΠΟΠΥΠΉΡΗΒΙΜ, ὙΤῸ 
ΜΗΟΙΠ MM OOO03HaAYMIH MaKe MY3bIKQVIbHO-TeOpeTHYecKHe COUMHEHHA, He 
MMeBUIHe ΗΜΚΔΚΟΙῸ ΟΤΗΟΠΙΘΗΜΗ K LWepKOBHOKM My3bIKe, HallpHMep, TpaKTaTb! 
Bakxua (VI B.) KH Manywia BpveHHua (XIV B.), OCHOBBIBalOLI[HecaA HCKIIIO- 
UHTeEJIbHO Ha "“A3bIMeECKOM” ApPeBHerpeyeCKOM MY3bIKO3HAHHM (CM.: Φιλοξένης 
Κυριακός. Λεξικὸν τῆς ἑλληνικῆς ἐκκλησιαστικῆς μουσικῆς. Κων / nodic 
1868, 113-114.). Ho mogo6Hoe - He ΠΡΗΣΚΗΒΙΗΘΘΟΗ ΒΠΟΟΠΘΠΌΟΤΒΜΗ - pacIwHpeHHoe 
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[Ipemaraemaad ΒΗΜΜΔΗΜῈΟ YMTaTeIeH KHMTa MpescTaBaser cobon 
ΠΥΌΠΗΚΔΠΜΙΟ, NMepeBod VW ΔΗΔΠΗ3 CNeWHaAbHbIX TEKCTOB, ΟΟΒΕΟΙΠΒΙΟΙΠΗΧ 
ΤΟΟΡΜΙΟ BH3AHTHHCKOH LEPKOBHOH MYS3bIKM MW pa3BHTHe ee TpaMUHi B 
NOCTBH3aHTHHCKHe BpeMeHa. Bce OHH Μ3ΒΠΘΊΘΗΒΡΙ M3 rpeyecKHx 
pykonvcen, ΠΟΠΆΒΗΙΗΧ B [letepobypr B pa3sHble ΠΕΡΜΟΙ͂ΡΙ WH pa3sHbIMH 
MNYTAMH. ΤΟ Ηὶ ΠΆΠΟ Ha3sBaHNve ΚΗΡΓΟ - "Tetep6yprckHii TeopeTHKOH". 

Yxke Ha MpOTsDKCHHM DIMTeEMbHOTO BPeMeHH BeseTCA paboTta ΠΟ 
M3VYCHHIO H MyYOIMKAUMH MY3bIKAIbHO-TeOpeTH4YeCKHX MaMATHHKOB 
nogoOHoro pofa. KoHeyHas ee Ueib - BbIABHTb KapTHHy 
MCTOPHYCCKOLO pa3BHTHsS HAayYKH O MY3bIKe, OCHOBaHHe KOTOPOH 6bLIO 
3UlIOKeHO B  Bu3sanTHH. My3bikaIbHO-TeopeTM4¥ecKHe MHTepecbl 
BH3aHTHHCKHX MeJIYproB ObLIH MNOMHOCTbKO COCpesqOTOYeEHbI Ha 
HOTAaWHH HW cmocobax ee w3yyeHHs. Bce ΟΟΤΆΠΡΗΒΙΘ ΒΟΠΡΟΟΒΙ 
MY3bIKVIbHOM TEOPHH MOYTH He ΜΗΤΟΡΘΟΟΒΩΠΗ HX. ΒΟΞΜΟΣΚΗΟ, 3TO 
OOCTOATEJILCTBO B OOJbLIOH CTeneHH cnocoOcTBOBanO TOMY, 4TO 
MMe€HHO B BH3aHTHH BO3HHK YHHKQIbHbIN (eHOMeH, KOTOPporo He 
3HUIO 3aMmayHOeBponercKoe CpeNHeBeKOBbe, - Teopus HOTAHMH. EX 
ObLIH NOCBALICHbI TeopeTHYecKHe ONMYcbI, OTPaxKalOulHe pa3zHYHble 
3Tanbl pa3BHTHA UW MY3bIKQIbHO-TeEOpeTHYeCKOH MbICJIM, HM CaMon 
HOTAUHH. 

[lageHve KoHcTaHTHHONOs B TparwyuecKHi DeHb 29 Maa 1453 rona 
He ΠΡΟΡΒΩΠῸ 9ΤῸΜ TpaqHunH. TlonyuMnoch Tak, 4TO ΠΡΗΉΠΗΠΒΙ, 
NOJIOKEHHbIE B OCHOBY HOTOrpaduyeckoH cCHcTeMbI, ccbopMupo- 
BABLUCHCA B BH3QHTHYCKYIO 9ΠΟΧΥ, ΠΡΟΠΟΙΣΚΏΠΗ COxpaHSATbeA HM 
€MCTBOBaTb, XOTS! caMa CHCTeMa He OCTaBaaCbh MOJIHOCTbIO 
cTAOWIbHOH. τὸ U NpesonpenemMmio0 To, Ὸ jaxe B 
NOCTBH3aHTHHCKHE BpcMeHa, ΒΠΠῸΤΡ WO Hayana XLX ΒΟΚΩ, Korma B 
MY3bIKMIbBHYIO ΣΚΗ3η» [peyeckow I[IpapocnapHon LepkKsu ctana 
BBOLHTbCA Apyrasl cHcTeMa HoTallMH (Νέα MeSodoc), B MY3bIKaIbHO- 
TeopeTH4YecKHxX paooTax ΠΡΟΠΟΙΠΣΚΆΠΜ o6cyxKaaTb¢cA ΠΡΟΟΠΟΜΒΙ 
BH3aHTHMCKOHW HOTaUMM HW ee pasBHTHA. TakHM o6pa30M, Ha 
NpOTsDKEHHH Oovice 4eM Tpex CTONeTHH nNocne rn6enw Bu3zaHTHHcKon 
MMMepHv rpeyvecKasd MYy3bIKQJIbHO-TeopeTHYccKas! MbICIb MpOAODKaAIAa 
pa6oTy MO OCBOCHHIO BH3AHTHHCKHX ΤΡΑΠΜΗΜΗ. 

IIpH oTOope pyKOMHCcHOrTO MaTepHana Wit HacTOMWueH KHHIH 5] 
PYKOBOACTBOBWICS! CIeMYIOWMMH 8 KpHTepHamMvH. ΒΒ ΡΥΚΟΠΜΗΜΟΗΧ, 
CO3MaHHbIX B BH3QHTHHCKYIO 93MOXxy, MCHA HHTepecoBanw HX 


TOKOBAHHE TEpPMHHa “TCOPCTHKOH” JIHINb CRHJLETEIBCTBYeT O 6ΓῸ pacmMpoctTpaHeH- 
HOCTM B Te BpeMeHa. 


la 


OPHTHH@JIbHOCTbh H CaMOObITHOCTh, a TaKXKe BAKHOCTb CosepxKallMxcA 
B HHX cooOmeHHH, CMOCOOHBIX yIITyOHTbh COBpeMeHHbIc 3HAHHA O 
MY3bIKAIbHOH KynbType BusaHTun. Jina pykonvceH MOcTBH3aH- 
THHcKoro NMepHowa HanGosee BaKHbIM GaKTOPOM CYHTAasIOch ΤΟ, 
HaCKOJIbKO 61H3KH OHH Κα BH3aHTHHCKHM TpalHWHAM HW HaCKOJIbKO 
TOYHO HX OTpaxaloT. CoBepIIeHHO ΟἼΘΒΗΠΗΟ, 4TO HW ΠΟΟΠΕ NaleHHa 
KoHCTaHTHHONOJA, HeECMOTpaA Ha Bceoblliee mpeKioHeHHe Nepel 
BeJIUKHM TIPOWWILIM, My3bIKAIbHaA lipakTvka I peyeckon 
IlpapocnasHon LUepKsw pa3BHBalach H BHJOM3MeHsIacb. [ΠΟΘΤΟΜΥ 
BOSHMKaeT CHayasia CKDPbITbIM, ἃ 3aTeEM YyXe SABHbIM OTXON OT 
BH3aHTHMCKHX 3aBeTOB. AXKM3Hb WWia CBOHM 4YepeqOM MW He MOMa He 
3aTPOHYTb ΠΕΡΚΟΒΗΟΪ MY3bIKM MW ee TeopHH. EcTecTBeHHO, 4TO ΠΡῊ 
TakOH CHTyallMH NOABILAIMCh paOoTb! HeCKOJIbKHX HallpaBeHHH: B 
OHHMX ΠΡΘΟΘΠΆΠΆΠΗ BY3aHTHHCKMe MY3bIKA@/IbHO-TeopeTHMuecKne 
HOpMBI, Pye CTpeMMJIMCh OCMBbICMIMTb HOBbIe TEHJCHLMH, a TpeTLH 
YXHTPSUINCh COBMECTHTS Ηὶ ΤΟ, Ηὶ Apyroe. IIpu or6ope pykorvceh MA 
HacToslleH KHHIM ΠΡΟΠΠΟΎΤΘΗΜΘ OTWaBaIOCch HCTOYHHKaM MepBoro 
HalipapieHna®. B HX HepeqKO Μ3ΠΑΓΔΙΟΤΟΙ͂ Wen ΠΟ 38 ΠΟ ΔΤΠΘΗΗΡΙΘ 
B ΞΗΔΈΜΤΟΠΡΗΟ Oonee ΠΡΟΒΗΗ͂Χ, HO He AOWeENWINX ΠῸ Hac pyKOIIMcax, 
πηδο Te 3HAMEeHATEIbHbIe eTaIH OOWeNM3BECTHbIX Maparpados 
BH3aHTHHCKOH TeOpHH, KOTOpble MO TeM HH HHbIM MpH4HHaM He 
OKa3aIMCb B YICJIeEBLUIHX BH3aHTMMCKMX MaHycKpHiitax. C 3TOK TOUKH 
3PpeCHHA HX WEHHOCTb COBEPLUeHHO ΟἸΘΒΗΠΗΔ. 

CyrleqopaTeyibHO, OCHOBHad TeMaTHKa HacTOsllew ΚΗ - 
BH3AHTHHCKAA TeEOpuHaA MY3BIKHM MH 66 KHSHb ΠΟΟΠΘ 
3aKaTa BH3AHTHMCKOTO ΓΟΟΥΠΆΡΟΤΒΔ. 

Kak W3BeCTHO, B BH3aHTHHckyIo HM MOCTBH3aHTHMCKylO 3NOXH 
CYIUIECTBOBaIM Ba OCHOBHBIX XKaHpa MyY3bIKAaJIbHO-TeEOpeTHYeCKHX 
pa6dor. 

Ilepppmi M3 HHX, HavOoee pacipocrpaHeHHbIMM, noma 
HaAMMeHOBaHHe προϑεωρία (“MpoTeopHAa") WIM προπαιδεία (“Mponenna’), 
ΤΟ MOXHO TlepepecTH Kak "3ileMeHTapHad TeopHa"” win “HawyaIbHoe 
PYKOBOCTBO". OTo Hebonbume TeopeTHyuecKHe COUMHCHHA, 
MOMellaBluMecs, KaK ΠΡΆΒΗΠΟ, B CAMOM Hadyasie HEKOTOPbIX My3bIKAJIb- 
HbIX KoneKcos: TanaquKu (Παπαδική), AHTonorua ( ᾿Ανϑολογία ), 
AHactTacumatapHi ( ᾿Αναστασιματάριον ), CraxupapHi (Στιχηράριον). 


6 Uro χε KacaeTCA MCTOUHHKOB, ΠΡΗΜΒΙΚΔΙΟΙΙΗΧ K TpeTbeMy, “CMelllaHHOMy” 
HanpaBieHilo, TO B HacTomliei KHNTe MpecTawieH TOIbKO TpakTaT Kupwiia 
Mapmapuuckoro. Ho 0 HeM GyzeT peub ΟΥ̓ΠΕΠΒΗΟ (cM. IT 1801» KHHTH). 
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Mx 3aqaya 38 ΚΠΙΟ ΔΆ ΠΔΟΡ B TOM, YTO6bI O3HAKOMMTb ΟΥ̓ΠΥΙΠΗΧ NeBynx c 
OCHOBAMH CHCTe€MbI HOTalMH. 3Π60» Xe ΠΆΒΑΠΜΟΣ ΗΘΟΠΌΧΗΒΙΕ 
Yp@KHEHHA WIA TipHoOpeTeHHA HaBbIKOB 4YeHHA HOTHOYO TeKCTA. 
[locne Takoro BCTYIVIeHHA, B KOTOPOM TeOpHs ycIeluiIHO COBMellanach 
Ο ΠΡΑΚΤΗΚΟΙ͂, B KOZe€Kcax Ha4YHHaloch M3IOKeHHe CaMHX MecHONeHHH. 
CoyeTaHHe B OHHX MW TeX 6 PyKOMMCHbIX KHHTaxX ΠΡΟΊΘΟΡΜΗ ἡ 
NeCHONMeHHH aBayio MeBYHM BO3MOXHOCTh ΠΡῊ HeoOxo_qHMOcTH 
ΒΑΓΠΉΠΡΙΒΩΤΡ B MX ΗΔ ΆΠΡΗΥΙΟ y4eOHylO YacTb, YTOGbI BbLLACHHTb KaKOH- 
M00 BOTIpoc, KacaloulMlica HOTHOTO TeKCTa WIM ΠΡΆΒΗΠᾺ HOTALIMM. 

B tTeyeHHe MTeEMbHOTO BPeMeHH co3gzaHO G6ec4dNcCNeHHoe 
MHOXECTBO TaKHX MpoTeopHi. CwibHoe BAMAHMe TpaqHuMi ΚΗ | 
H€H3MCHHOCTb ΒΩΣΚΗΘΜΊΠΗΧ NPHHUMNOB ΠΡΗΒΟΠῊ K TOMY, 4TO B 9ΤῊΧ | 
TEOpeTHYECKMX TEKCTaX CTayIM MOABIATECA lITaMMbl, cTaHlapTHbie | 
opMbIl HIIOKEHHA HW Dake OOWeEMNPHHATbIe TpadbapeTHble dpa3bl, 
KOTOpble Ha NpOTsKeHHH BeCKOB NepexoAWIM M3 ΟΠΗΟΪ pyKOMHcn B 
Apyryto. Ho BMectTe c TeM, Hapsy CO ΟΤΟῸΠΡ WaQIOHHbIMH OG6pa3llaMH, 
HepeqKO NOABIAJIMCh PYKOMIHCH, B KOTOPbIX MOXKHO Υ̓ΒΗΠΕΤΡ ΗΘ ΠΟ, 
OTcyTcTBy1oluee B Opyrux. bonee Toro, BO MHOrHX cilyyastx 2axKe B | 
TpaqHUHOHHOW ΠΡΟΤΘΟΡΗΜ, me, Ka3aiocbh Obl, aGcomOTHO BCE 
HalaraeTcA TO MaBHO H3BeCCTHOMY IUIaHy, BOpyr ΗΘΟΣΚΜΠΔΗΗΟ 
NOABIACTCA KaKaA-TO HOBaA, IYCTb XOTb MW HeGobilad AeTaJIb, HO Bce 
ΚΘ CBHACTeIbCTByYIOWaA O TBOPYeCKOM ΠΟΠΧΟΠΕ Καὶ MaTepnarty. B 5ΤῸΜ 
NpOABIAeTCH ΜΗΠΗΒΗΠΥΔΠΒΗΟΟΤΡ ΜΥΞΒΙΚΑΠΒΗΟ-ΤΟΟΡΟΥ ΜΉ ΘΟΚΟΙΟ 
MBILIUICHHA © Oe3bIMAHHbIX ΟΟΞΠΆΤΟΠΘΙΠ πΠροτθορηῆ. Kpome Toro, 
JUIMTeNbHOe CYHIeECTBOBAHHe XKaHpa MpOTeopHH He ΜΟΙΠῸ He OTPa3HTb 
SBOIIOUMH BH3aHTMMCKOH HW MOCTBH3aHTHHCKOH MyY3bIKaIbHO- 
TeopeTM4ecKOH MbicNH. HykKHO TakKxKe YUHTbIBATb, 4YTO MOCTOAHHbIC 
H3MeHeHHA, ΠΡΟΜΟΧΟΠΉΒΙΠΗΘ B CaMOHM HOTOrMpadwyecKOH CHCTeMe, 
paHoO WIM No32HO MpoHHkKasIM B ΠΡΟΤΘΟΡΗΜ, WH MOITOMY OHH MOFyT 
CIYXKMTb HCTOUHHKOM JIA MO3HAHHA ΠΡΟΜΟΧΟΠΗΒΙΠΗΧ B HOTA 
Ξ9ΒΟΠΙΟΠΜΟΗΉΗΡΙΧ MPOLeccos. 

IIpoteopHH yxKe JaBHO ΠΡΗΒΠΘΚΔΙΟΤ BHHMaHHe NMccyeqoRaTesen, 
HaywHaa or Maptuna TepG6epra’. WUntepec K HMM BCerga 


7 Gerbert M. Scriptores ecclesiastici de musica sacra potissimum.T.III, St.Blasien 1784, 
397-398; Idem. De cantu et musica sacra a prima ecclesiae aetate usque ad praesens 
tempus. IJ, St.Blasien 1774, Tab.I-XVI; Christ W. Uber die Harmonik des Manuel 
Bryennius und das System der Byzantinischen Musik//Sitzungsberichte der 
kéniglich bayerischen Akademie der Wissenschaften zu Manchen, philosophisch- 
philologische Classe II, 1870, 267-270. Gardthausen ΚΟ Beitrage zur griechische 
Palaographie VI: Zur Notenschnft der gnechischen Kirche//Berichte aber die 
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NOMOMpeBasicA CTpeMJICHHEM TMO3HaTb HEH3BECTHbIE CTOPOHbI TeOpHH 
MY3bIKH, tyO>%Ke OCMbICIIMTb JIOTMKy HOTalWHH HW ΟΟΟΘΘΗΗΟΟΤΗ 
neByecKOH ΠΕΠΆΓΟΓΜΚΗ, a wLiMpe - cBoecoOpa3sHe ΜΥΞΡΙΚΏΠΡΗΟΝ 
KyJIbTypb! BusaHTHH Η I peyecKkon IIpapocnaspHonw LepKsu. 

Hapsuiy c mporeopveH ΟΥ̓ΙΠΘΟΥΒΟΒΩΠ MW ΠΡΥΓΟΡ ΚΔῊΡ MY3bIKAJIbHO- 
TeOpeTHYeECKHX paGOT - pa3BepHyTble TpakTaTbl. OTOT XaHp TakKxke 
cpOpMHpoBaicAa B cchepe MY3bIKaNIbHOM ΠΟΠΆΓΟΓΜΚΗ HU ero obpa3iibl 
alpecOBaJIMCb y4aeHHKaM. Cpeaqw TaKHx MaMATHHKOB CYylIecTBylOT H 
aHOHHMHbIe COYMHEHHA, WH paGoTbl 3HAMeCHHTEIX MeJyproB. OHH, B 
CBOIO OYepelb, TOwKe HCceNyIoOIcA My3bIKOBeqaMH, HW ΚΘ co3jaHa 
oOlUuMpHas JMTepatypa, NOCBALIECHHad 3THM COUMHEHHAM®, 

OnHako W3y4ueHHe BCeX YLeeBUIHX @HOHHMHbIX My3bIKaJIbHO- 
TeopeTMYecKHX HMCTOUHHKOB OCJIOXKHSeCTCA TEM, ΤῸ OHH OKa3avIHCb 
pa3s6pocaHHbIMH MO pa3xJIMYHbIM perMoHamM BoctToka wu 3anaa. 
IIpuyem cpeleHH# Ὁ HHX JO CHX ΠῸΡ OKOHYaTeIbHO He 
CHCTeMaTH3MpoBaHbl, a OO Mx MonHOTe ΒΟΟΟῚΠΘ He ΠΡΗΧΟΠΉΤΟΝ 
POBOpHTb. bonee Toro, YICHbIe 3avacTy1oO ΠΗΊΠΘΗΒΙ WaxKe ΜΗΦΟΡΜΔΙΜΗ 
O Tpe4eCKHX MY3bIKAIIbHbIX PYKOMMCAX (B TOM 4MCIIC WH MY3bIKAaIbHO- 
TeopeTM4ecKHX), CObpaHHbIX BO MHOTMX ΚΡΥΠΗΒΙΧ KHHTOxpaHWIMlllax, 
He TOBOpA yxe O MayIbIX. ΤῸ Cepbe3HOe MpenATCTBHe, cTOALIee Ha 
YIM ΗΟΟΠΟΠΟΒΔΗΜΗ͂ MaMATHMKOB My3bIKO3HaHHA. Yem ObicTpee OHO 
OyneT MpeogoneHo, TeM GbIcTpee ΜῈ CMOXEM MO3HATb BECb XO] 
HCTOPHYECKOTO pa3sBHTHA MY3bIKaIbHO-TeOpeTHYeCKON MBICIH HU ero 
ΠΕΟΤΆΠΗ. 

Cymb6a rpeyecKHX MY3bIKQJIbHbIX pyKONMcel, ΟΚΩΞΩΑΒΙΠΗΧΟΗ ΠΟ TeM 
WIM WMHbIM TIpHyHHaM B PoccnH, - ocooan Tema, ellie axe He 


Verhandlungen der kéniglich sachsischen Gesellschaft der Wissenschaften zu 

Leipzig, philologisch-historische Classe 32, 1880, 81-88; Παρανίκας M. To 
παλαιὸν σύστημα τῆς ἐκκλησιαστικῆς μουσικῆς // EDL 21,1891,164-176. 
Fleischer O. Die spatgriechische Tonschnft. Berlin 1904 (Neumen-Studien III), 18- 
24. Wellesz E. Die Rhythmik der byzantinischen Neumen//ZfMw II, 1919-1920, 
617-638. Milojkovic-Djunc J. Papadika u chilandarskom rukopisu broj 311//Zbornik 
radova vizantoloskog Instituta VIII 2, 1964, 273-285. Eadem. A Papadike from 
Skople // SEC I, 1966, S0O-56. Cmeganoeuy J. UpxsenocnopencKn ΠΡΟΒΟΙ͂ 
ΠΡΗΡΥΜΗΜΚΔ BH3aHTH)CKe HeyMCKe HoTallMje y pykomMcy 311 MoHacTupa 
Χμπδηπᾶρα // XwiaHnapcKkH 360pHHK 2, beorpan 1971, 113-130; Tepyman E. 
Tpeyeckvwit yueOHHK My3bBIKH XVII] Beka // TlaMaTHHKM xylIbTypbI. Hossie 
OTKpbITHA. Mocxsa 1988, 161-177. 
Tlompo6Hee 0 3TOM cm.: Hannick Ch. Die Lehrschnften zur byzantischen 
Kirchenmusik//Hunger H. mit Beitragen von Hannich Ch und Lieler P. Die 
hochsprachliche Profane Literatur der Byzantiner. Minchen 1978, Bd. 2,196-211 
Tepyumau FE. Bu3zaHTMhcKoe My3biKo3HaHue. JlenuHrpay 1988, 156-175. 


2 = 3akas N° 2443. 17 


ΗΔΥΜΗΔΒΗΙΔΗ W3yyaTEcd. Ona ΠΟΠΗΔ WHTepecHbiX COObITHH, ΞΡΚΗΧ 
MYHOCTeH, OypHBIX cTpacTeH HW ApaMaTH4ecKHXx ΠΟΡΗΠΟΤΗΪ. Ota Tema 
ellie 2KI€T CBOHX MCCIeOBaTesIeH, ἃ MY3bIKAIBHbIe PYKOMHCH - ΟΒΟΘΙῸ 
onvicaHHs. JleicTBHTeLHO, ΠῸ HacTOALlllero BpeMeHH HE CyLIecTByeT 
KaTayiora rpedyecKMX MyY3bIKQIbHbIX pyKONMMceH, HaxOAsIMXcA B 
Poccunw. OoOume ΚΩΤΆΠΟΓΜ HeEKOTOpbIX poccHiicKHX KHHFOXpaHWIHL’, 
cO3qaHHble aKTMBHOM HW ΠΠΟΠΟΤΒΟΡΗΟΪ paboroH ΜΗΟΓΗ͂Χ NoKoeHuh 
HccylegoBaTeneH, HE B COCTOAHHH 3aMCHHTb CIICWMaIbHbIX MY3bIKO- 
BeqYeCKHX ONMMCaHHW - MOWIMHHbIX ΠΟΙ͂ B OKeaHe MY3bIKAJIbHbIX 
pykonncen. 

ΟΠΉΔΚΟ HacTOSsWIad KHMFa CTaBMT Mepea coG6oi HeECKOJIbKO ΜΗΥῸ 
ΒΆΠΑΤΥ: BBeECTH B Hay4HbIM OOMXO pA MY3bIKANIbHO-TeopeTH4ecKHXx 
pykomvcew, xpaHsiuuxca celiac B_ I[lerep6ypre. [IIyOnukyax 31M 
rpeyeckWe TeKCTbI OJHOBpeMecHHO C HX MepeBONOM H_ (ΟΠΡΟΒΟ- 
JMTeJIbHbIMH KOMMCHTapHAMH, A TIpeKpacCHO cO3HaIO, 4YTO HX 
OCHOBaTeJIbHOe H3yyeHve - eno Oynyulero. 3nech xe M3NaraloTcs 
TMUIb caMble ΟΟἸΠΜΘ coo6paxkeHHa, KacalouMech KaK ΚΔΊΚΠΟΙῸ 
HCTOUHMKa B UeJIOM, TaK WH HEKOTOpbIxX HX YaCTHOCTEeH. 


2. Murait E. Catalogue des manuscrits grecs de la Bibliotheque Imperiale Publique. 
St.Petersburg 1864. Rradumup (ΑΡΧΗΜΔΗΠΡΗΤ). CucTeMaTHyueckoe oflHcaHHe 
pykonvceh MockoBckou CHHOAambHOKH O6uGMOTeKK. Y. I: Fpeueckne pyKoMHcH. 
Mocxsa 1894; eeo sxe. Ilaneorpadbyyeckoe ΟΠΜΟΔΗΜΘ MpeyecKHx pykKorMcehH XI Hu 
XII Beka onpegeyeHHbixX Jet. Mockspa 1880; Tpeyeckve MW JlaTMHCKHe pyKONHCH 
OnGIMoTeKH MocKoBckoro maBHOro apxHBa MHHHcTepcTBa MHOCTpaHHbkx Ae // 
COopHWK MockoBckKoro MaBHOro apxHBa MMHucrepcTBa HHOCTpaHHbix Ae. Bui. 
7. Mocxsa 1900. [Ipwtoxenne H, CXXVI-CCXXXV; Ipaucmpem E. Tpeyecxne 
ΡΥΚΟΠΜΟΗ buqGgmMoTekvw ΑΚΆΠΟΜΜΗΜΗ Hayx CCCP // Mctopuyeckunit o4epk xu 0630p 
ΦΟΗΠΟΒ ΡΥΚΟΠΜΟΗΟΙῸ oTAela BuGIMOTeKH AkaneMHy Hayk. Bain. IH. Mocxksa- 
JleHnuHrpag 1958, 272-284; ee se. Tpeueckve cpefHeBeKOBbie pyKONIHCH B 
JlexuHrpage // BB 8, 1956, 192-207; ee oe: Katanor rmpeyecKux pykKomHcei 
ΠΕΗΜΗΓΡΆΠΟΚΗΧ xpaHwimiu // Tam xe, 16, 1959, 216-234; 18, 1961, 254-274; 19, 
1961, 194-239; 23, 1963, 166-204; 24, 1964, 166-197; 25, 1965, 184-211; 27, 
1967, 273-294; 28, 1968, 238-255; 31, 1971, 132-144; Jebedeea H. Tpeyeckne 
pykonucn. JleHHHrpag 1973 (OnvcaHve PyxkonucHoro oTfena ΒΜΟΠΜΟΤΟΚΗ 
Akanemun Hayxk CCCP, 1.5); @®onxuy δ. Tpeyecknue pykonucn OnGIMOTeEKH 
Mockosckoro yHuMBepcnteta // BecTHHK QpeBHeH ucTopHH 4, 1967, 95-103; ezo 
ae. Tpeyeckve pyKonvcH Matenagjapana // BecrHuk MateHatapaHa 12, 1977, 
305-325; 620 nee: Tpeyeckve pykonucn Oneccn // BB 39, 1978, 184-200, 282- 
283; 40, 1979, 172-183; 43, 1982, 98-101; e20 se: Fpeueckne pykonucn 
coBeTCKHX xpaHuuiy // Studia codicologica, ed.K.Treu. Berlin 1977, 189-195. 
Ipaucmpem E., /lebedesa H., Φοηκμη δ. YiepcnekruBhl ONMcaHHA ΓΡΟΊΘΟΚΗΧ 
ΡΥΚΟΠΗΟΘΗ copeTcKHx xpaHwinul // ApxeorpadwyecKHi exerogqHHK 3a 1972 rog. 
Mocxksa 1974, 253-255. 
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β IIpucrynaa K paGoTe Hall ΚΗΜΓΙΟΪ, A ΟΥ̓ΠΆΒΑΠ cebe ΞΟΗΒΙΪ OTUCT B 
ΤΡΥΠΗΟΟΤΗ͂Χ, ΟΤΟΣΙΠΗΧ Mepenqo MHol. OroppaHHocTb Poccum Ha 
MHOIMe ecATMIeTHA OT BCerO Mpa OKa3asia NaryOHoe BIMAHMe Ha 
caMble pa3Hble ΟΟΠΔΟΤΗ MY3bIKO3HaHHA WH, B YaCTHOCTH, Ha M3y4eHHe 
BH3aHTHHCKOHM My3bIKH. JlocTaTOYHO HalOMHUTb, 4TO B TO ΒΡΟΜΗ KaK 
Ha 3anaze HayKa Ο BU3AHTMHCKON My3bike OypHo pa3BHBaach, y Hac 
BINOTbh Mo KoHUa 80-x ronoB He ΟΡΙΠῸ onyONMKOBaHO HH OHO 
pa6oThI Mo WaHHOH TeMaTHKe, XOTA HMeHHO B PoccHH xpaHHTcs 
3AMCUATEJILHBIM ΦΟῊΠ TPedeCKHX MYSbIKAJIDHBIX pyKONMceH. OHako 
IUIA OTE4eCTBCHHBbIX HcclenoBaTeseH OH, K ΒΕ ΔΙ ΠΠΘΜΥ COxKaIeHHH, 
He TipescraBisyl ἩΜΚΆΚΟΙΟ MHTepeca. MW Ha 3To ObLIM CBOM ΠΡΗΠΜΗΒΙ. 
CopeTcKat cHcTeMa oOOpa30BaHHa WM BOCIIMTaHHA ΜΥΞΡΙΚΟΒΟΠΟΒ 
dopMHposala TakKOe MMPOBO33peHHe, ΠΡῊ KOTOPOM BCe CBA3aHHOE C 
My3bIKOM LepKBM He MOTO ObITb IIpHBeKaTesIbHbIM HW WHTepecHbIM. ΚΗ 
ecJIM B KOHUe 60-x TOMOB NOABHWIMCh MccNeqOBaTeIM, CTpeMMBILWHeca 
CBOMMH paOoTaMH BO3POMTb MHTepec K H3y4eHHIO ApeBHepyccKon 
LICPKOBHOM MyYy3bIKH, TO B OOacTH M3yYeHHA MyYy3bIKM ΓΡΟΊΘΟΚΟΙ 
II@PKBH BCe OCcTaBaoch mo-MpexHemy. [losTomMy ΠΡῊ paboTe Haz 
KHHFOH HEBO3MOXHO 6bIIO ONepeTLcaA Ha OTeYCCTBCHHBIe ΤρΡΑΠΗΠΙΜΠ. 

EctTecTsBeHHO, 4TO ΠΡῊ TaKOM ΠΟΠΟΣΚΘΗΜΗ BOSMOXHbI OWHOKU U 
ΞΔΟΠΥΣΚΠΘΗΜΗ. Ho ΒῈΠΡ ΚΟΙΠΑ-ΤΟ HeOOxONMMO ΗΔΉΜΗΔΤΥΡ HM3y4eHHe 
9THX ΘΟΟΠΘΗΗΒΙΧ ΦΟΗΠΟΒ. IlycTb Moa ΚΗΗΓᾺ ΟΥ̓́ΠΕΤ ΠΟΡΒΟΙ͂ NOMMbITKoNK 
B 3TOM ΗΔΠΡΆΒΠΘΗΜΜΗ. 

Ona cocTouT H3 ΠΒΥΧ uacTeH. B nepBow nyOmMkyloTcsa ΜΑΤΘΡΗΔΠΕΙ, 
ΧΡΔΗΣΙΠΉΘΟΗ B PoccuiickoHw HauvoHanbHon 6u6mmoTexe (PHB - 3To 
HOBOe ee Ha3BaHvHe; MpH KOMMYHMCTMYeCKOM 1paBIeHHH OHa 
Ha3bipayiacb “TocygapcrpeHHaa IMlyOnwuHax OnOnMoTeKa uM. 
M.E.Canrerxona-UleqpuHa", a npexae - "Mmnepatopckas IlyonwunHaa 
6u6mmMoTeKa"), HW ofHa pykKonmucbh 98 I[letepOyprcxoro ApxHBa 
Ροοομοκοῦῆ AkagzemMHw Hayk (Apxmp PAH).  Pyxonncn, 
nyormkyroulMeca WM ΔΗΔΠΗΞΗΡΥΙΟΙΠΜΘΟΣ B ΠΟΡΒΟΪ YacTH ΚΗΜΓΗ, 
OGbeHMHAeT TO, 4TO BCe OHM ΠΡΗΗΔΠΠΟΣΚΩΤ Κα KOJUICKIMM MpewecKHx 
pyKorMcel, coOpaHHbixX 3HaMeHHTbIM Ilopd@upvem YcneHcKuM. Bo 
BTOpOM YacTH ΚΗΜΓῊ aHbl MaTepvabl buommoreku Poccuvickoh 
AkanemMyvu Hayk (bAH) w3 co6OpaHwa pyKormucei PyccKoro 
Apxeoyiormyeckoro WHcTuTyTa B KouctaHTuHonone (PAMK). 

ΠΟΥΤΗ Bce WCTOYHHKM MpescTaBeHbl B KHUTe ΟΠΗΟΤΗΠΗΟ: 
BCTYMHTeEJIbHbIM OYepK, TpeYyeCKHH TeKCT MaMATHHKa, ero NepeBoy Η 
KOMMCHTapHH, KOTOpbic ABIASIOTCH pe3YIbTaTOM W3y4eHHA PpyYyKO- 
ΠΗΟΗΒΙΧ MaTepHasioB. 
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IIpH nepepoge myOMkyeMbIX HCTOYHHKOB A CTpeMMJIcA cTporo 
CN€QOBaTb 34 Tpe€YeCKHM TEKCTOM HM 3a4acTyIO ΠΟΡΟΒΟΠΗΠ Oboporsl 
NOJVIMHHHKOB ΟΥ̓ΚΒΏΠΡΗΟ, MOpoh axe B ὙΠῈΡ cTumo M3IOxKeHHA, 
MOCKOJIBKy ΠΟΡΘΒΟΠΉΜΒΙΟ TeKCTbI - He XYJOXKECTBEHHbIe Mpon3- 
ΒΟΠΘΗΜΗ, THe palW COOTBeETCTBHA O6pa3aM WM CcloxkeTHOM cyTyallHV 
ΠΟΡΟΒΟΠῊΜΚ MOXET MO3SBOJIMTh Cebe HeKOTOpylo cBobony. Mb umeem 
Meo C MY3bIKaJIbHO-TeopeTHYeCKHMH ΟΠΥΟΆΜΗ, TpeOyIOLWIMMH Kak 
MOXHO Govlee TOUHOHK ΠΟΡΟΠΑΤΗ Ha APyroM sA3bIKe. 

Kak Bcerla ΠΡῊ paboTe c rmpeyecKMMH TeKcTaMH, BCTaJla ΠΡΟΟΠΟΜΆ 
TpaHCKPpHMWHH rpevecKHx MMeH HW NposBuul. CrpemMneHve MepezapaTb 
WX TOYHO TaK, KaK OHH 3By4aT B IrpeyecKOM ΠΡΟΜΒΗΟΠΙΘΗΜΗ, 
HaTOJIKHYJIOCb Ha ΗΘΠΡΘΟΠΟΠΉΜΟΘ ΠΡΟΠΉΤΟΤΒΗΘ B ΒΗΠῸ H3_qaBHa 
CYlIecTBYyIOLIeH OTeYeCTBEHHOWM TpaWMMH: OTCeKaTb OT ΓΡΟΊΘΟΚΗΧ 
MMeH WX ‘“rpeyecKve OKOHYaHHA' (BMecTo ApceHHoc, AdaHacnoc, 
[TepmManoc, Teoprvoc, 3axapvoc u T.4. mucath ApceHHi, AcaHacnit, 
TepmaH, Tpuropun, 3axapui). Tlonprrka xe oTCTyMIeHHA OT 3TOTO 
COMHUTeJIbHOrO OObMaA ΠΡΗΒΟΠΗΤ Καὶ oOOpa30BaHHlO TaKHX MMeH, K 
KOTOPbIM PyCCKOA3bIUHBIN YNTaTeb HE MPHBbIK, XOTA ΠΆΒΗΟ 3HaKOM C 
eaATENbHOCTbIO MeJIyproB, HOCMBUIMX Mx, - MoaHH ITnuka (MoaHHnc 
[nuxuc), ἤΟΔΗΗ Kyky3zenb (WoaHHuc Kyxky3ennc), KceHa KopoHa 
(KceHoc Koponnc) x T.4. Ilostomy He ocTaBayioch HMYero ~Apyroro, 
ΚΩΚ CMMPHTbCA C CHIOH ΤΡΑΠΜΠΜΗ MU ΠΆΒΆΤΡ rpeyecKHMe MMeHa B 
"pYCCKOM OOa4eHHn’. 

JIpyrat, He MeHee cyIOKHad npoOfema BO3HHKIa ΠΡΗ 
ΤΡΔΗΟΚΡΗΠΙΜΗ rpevdecKHx ΟΠΟΙΜΆΠΡΗΡΙΧ My3bIKaJIbHO-TeOpeTH4ecKHXx 
TepMHHoB. ΕΠ, ἨΆΠΡΗΜΕΡ, Take HaMMeH@BaHHA, Kak OKcHA (ἢ 
ὀξεῖα), κγῴμομα (τὸ κούφισμα), KeHOMMa (τὸ κέντημα) HM Apyrme 
BOCIPHHHMaloTcH ΘΟΤΘΟΤΒΟΘΗΗΟ, XOTH 3a4acTylO M ΠΟΡΟΧΟΠΗ͂ U3 
CpeqHero pola B XCHCKHH, TO HeKOTOPble 3 HHX ΠΡΗΟΟΡΘΤΊΔΙΟΤ BuO 
HECKJIOHAeCMbIX CJIOB: MeTacTH (ἢ πετασϑὴ), uncHIM (ἢ ὑψηλή), 
ἌΠΟΡΡΟΗ (ἡ Gnoppon), χαμηῆπῃ (ἡ χαμηλή), NapaknmTuKu (ή 
παρακλητική). Ho Tak Kak BeJIMKO ΟΡ᾽ΠῸ %KeNaHHe XOTA ΟῚ 3Π00}, re 
He 6bvIO TpalHUWMM, COXpaHHTb rpeyecKoe ureHve TepMHHoB!®, 54 
OcTaBWI WX OyKBaIbHylO TpaHCKpHMUMIO, MposowKas, ΒΟΠΡΟΚΗ 


10 ΤΡΆΠΜΙΙΜΗ pycCKOH MY3bIKaIbHOK MeAMeBHCTKH 3eCb HUM ΠΡῊ YeM, TaK KaK OHA 
onepuHpyeT TepMHHaAMH PyCcCKOH CpesqHeEBeEKOBOH MY3bIKM (“MapaKMMT", "XaMHia” ΗΜ 
Apyrve). KoHeyHO, OHH, B CBOIO OYepedb, MPOMZ0LUIH OT MpeyecKHx, HO GBUTH 
"ipeoOpaxeHbl” Ha pyccKMH lal yxke B Ξ9ΠΟΧΥῪ CpeqHeBeKOBbA. OHaKO 3TO 
COBEPHIEHHO ΜΉΔΗ OO 1ICTh ACTOPMYeECKOLO MY3bIKO3HAHHA. 
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NOTVUaIOWUeMyCH PYCCKOMY OKOHYaHHW, BOCIIPHHHMAaTb 3TH CJIOBA B 
WX HCKOHHOM XCHCKOM pode. 


A co3HaTebHO HUMe He NepeBoM HeEBMEHHbIe ΠοΟποπο- 
BaTeJIBHOCTH Ha COBPeMCHHbIN HOTOHOCEeL, ΤᾺΚ KaK C4UNMTAlW ΠΟΠΟΟΗΟΘ 
3aHATHe GeccMbICJICHHLIM HW aOcOIOTHO He 3a8BMYIO HaHMBHOCTH Tex, 
KTO, Ne€peBola BH3aHTHHcKHe (MIM DpeBHepyccKve) NMecHONMeHHA B 
COBPeEMEHHYIO 1 TIATWIMHEMHYIO HOTAUMIO, HCKpeHHe BepHT, TO 
nowyuaeT To xe caMoe Npon3speseHHe, KOTOpoe 3By4asIo B BusaHTHH 


(umm ρεβηθῦ Pycn). 


ConepxaHve ΔΟΟΟΠΙΟΤΗΟΙῸ OOJbIIMHCTBa HCTOUHHKOB, ΠΥΌΠΗΚΥ- 
}OLWUHXCA B KHHMTe, CBA3AHO C BH3AHTHMCKON HoTallMeH. OHako 3160» 
HMurMme He WaeTcA ee CHcTeMaTHYecKoe H3IOXKeHHe, TaK Kak H37aHHe 
pacC4MTaHo Ha YHTaTeneH, yxKe 3HAKOMBbIX C OCHOBHbIMH ΠΡΜΗΠΙΜΠΑΜΗ͂ 
BH3aHTHHcKoro HOTHOTO MMCbMa. 


Kuura ΠΟΟΒΕΙΠΆΘΤΟΗ Bopncy Jibpopuyy DoHKnyy - ΒΡΙΠΔΙΟΙΠΘΜΥΟΗ 
Maneorpady WH TOHKOMy 3HaTOKy ΓΡΟΊΘΟΚΗΧ pykKonuceH. be3 ero 
MmpodeccHOHaIbHOW UW ApyKeCKOHW MOMOLMIM 3Ta KHHTa Boobie ObI He 
cocTosiacb. TonbKO NO ero pyKOBOJCTBOM A CMOr MpeosoNeTb 
"llaneorpaduyeckve Oapbepbl', MOcTOAHHO ΒΟΞΗΒΚΔΆΙΟΙΠΜΘ ΠΡῊ 
ΗΟΟΠΘΠΟΒΔῊΜΗ pyKOoTIMcen. 


C γηγδοκοΐ OaroqapHOCTbIO ΧΟῸΥ YMOMAHYTb 3Π60}» HalliMx 
ΦΗΠΟΠΟΓΟΒ- 9ΠΠΜΉΜΌΟΤΟΒ AnekcaHopa Wocudosuya 3ahuenpa ἡ Akopa 
Huxoviaesuya Jio6apcKoro, KOHCYILTalIMAMH KOTOpbIX A ΠΟΠΡΞΟΒΆΠΟΝ 
ΠΡῊ CTOJIKHOBEHHM CO BCAKHMH HecTaHapTHbIMH ΓΡΑΜΜΑΤΗΊΘΟΚΗΜΗ 
M CTWIMCTH4YeCKHMH CHTyal[MAMH B TeKCTaX, CO3NaHHbIX B CaMoe 
pastmuHoe Bpema (or XIII go XVIII Bexos) nepenucynKamn, 
ΟΟΠΆΠΑΒΙΠΜΜΗ pa3JIMYHbIM YPOBHeM MpodbeccHoHalM3Ma, MPPaMOTHOCTH 
MH HeOMMHAKOBOH Οὐ KyibTypoH. HeolleHuMylo NMob3y MHe 
IipHHecsm 6Oeceabl c HayYHbIM ΟΟΤΡΥΠΉΜΚΟΜ Ongena pykonuceh PHB 
BsecnaBoM Myxatnospwyem 3arpeOMHbIM, BO BPeMA KOTOpbIX 
NOATBEPAKAAINCh WIM YIOUHSIMCh, a Nopow HW cTaBHIMch nog 
COMHEHHeE MOM cooobpaxeHHs, KacalolliMecd JaTHpOBKH MyONMKyeMbIxX 
pyKONMcen. 


ΡΒΟΠΡΗΙΟΘ COgeHCTBHe B MOATOTOBKe penpoxyKUMH pyKoMMceh MIA 
KHHIM OKa3aiuw 3aBenyioluas OrTgenom pyxonuceh BAH ΠΙΌΠΜΗΠᾺ 
VinpuHH4na Kucesepa, corpyaHvua Orgena pyKonuceh PHB Enena 
MuxawiosHa Llpapy wu 3amMecTuTenb 3aBenyloulero [leTep6yprckum 
ApxuBpoM PAH Muxann UI[Mmuespuy Bakuurrenx. 
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ABOUT THE BOOK 


It is said in one of the "Dictionaries" of liturgical terms that 
"Theoreticon" ("Θεωρητικόν") is “a manual which contains a theory 
of church music"!. The tradition of giving the name “theoreticon" to 
works on the theory of Greek church music is comparatively new, 
and the decisive part in its development was played by the famous 
books by Chrysanthos "The Great Theoreticon of Music"? and "An 
Introduction into the Theory and Practice of Church Music". It is 
true that “Theoreticons” by other authors appeared at that time*. But 
the outstanding works by Chrysanthos were the first to start a series 
of books on music theory which always had the word ϑεωρητικόν in 
their titles. The word became so popular that even the manuscripts 


devoted exclusively to the theory of church music were called by the 
term "theoreticon”>. 


i Βεργώτης Γ. Λεξικὸ λειτουργικῶν καὶ τελετουργικῶν ὅρων. Θεσσαλονίκη 1988, 58. 

Χρύσανϑος ἐκ Μαδύτων. Θεωρητικὸν Μέγα τῆς Μουσικῆς. Τεργέστη 1832. 

Tov αὐτοῦ. Ἑϊσαγωγὴ εἰς τὸ ϑεωρητικὸν καὶ πρακτικὸν τῆς ἐκκλησιαστικῆς μουσικῆς. Ev 
Παρισίοις 1821. 

See, for example: Macane ieromonahul. Theoreticon sau Privire cuprinzatoare a 
mestesugului musichiei bisericesti, dupla asazamintul sistimii ceii moao. Vienna 
1823. 

See, for example: Στάϑης Ip. Th Χειρόγραφα .. A, 560, B,171,172,511,698. 
Χατζηγιακουμὴς Μ΄. Χειρόγραφα ἐκκλησιαστικῆς μουσικῆς [453-[820. ᾿Αϑήνα 
1980,202,203,205. 

In the middle of the XIX century the name "theoreticon” became so popular 
that it was used for defining even those works on music theory which bore no 
relation to church music, for example, the treatises by Bacchius (VI c.) and Manuel 
Bryennius ( XIV c.) based exclusively on "heathen" Ancient Greek musicology (see: 
Φιλοξένης Κυριακός. Λεξικὸν τῆς ἑλληνικῆς ἐκκλησιαστικῆς μουσικῆς. 
Κων moat 1868, 113-114.). But such broad interpretation of the term “theoreti- 
con", which never took root, is but the evidence of its prevalence. 
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The present book, offered for the readers’ consideration, is a 
publication, a translation and an analysis of special texts, dealing 
with the theory of Byzantine church music and the development of 
its traditions in Post-Byzantine times. All of them were taken from 
the Greek manuscripts which reached St. Petersburg by different 
ways and in different periods of time. It is to this fact that the book 
owes its name "Petersburg Theoreticon’”. 

The literary monuments of this kind dealing with the theory of 
music have been studied and published for a long time. The ultimate 
aim of this work is to study the historical development of the theory 
of music, the foundation of which had been laid in Byzantium. The 
interests of Byzantine melourgs in the domain of musical theory 
were focused mainly on notation and methods of its study. All other 
questions of musical theory were of little interest to them. [t may be 
due to this very factor that the unique phenomenon, which had 
hitherto been unknown in Western Europe of Middle Ages, namely, 
the notation theory, appeared in Byzantium. To this unique 
phenomenon were devoted theoretical opuses of Byzantine melourgs, 
reflecting different stages of development both of musical theory 
thinking and notation system itself. 

The fall of Constantinople on the tragic day of May, 29, 1453 did 
not put an end to this tradition. It happened so that the principles, 
underlying the notographic system, having been formed in the 
Byzantine period, continued to exist and work, though the system 
itself did not remain completely stable. It was due to this fact that 
even in the Post-Byzantine period till the beginning of the XIX 
century, when another notation system ( Νέα Μέϑοδος ) was being 
introduced into the musical life of Greek Orthodox Church, the 
problems of Byzantine notation and its development were stil] being 
discussed in the works on musical theory. Thus, for more than three 
centuries after the fall of the Byzantine Empire Greek music theory 
thinking continued to master and elaborate Byzantine traditions. 

Choosing the manuscript material for the present book I was 
guided by the following criteria. As for the manuscripts created in 
Byzantine period, I was first and foremost interested in their 
authenticity and onginality, as well as in finding in them some 
information sufficiently important for increasing the contemporary 
knowledge about Byzantine musical culture. As to the manuscripts of 
Post-Byzantine period, the decisive criterion was how close they 
were to Byzantine traditions and how precisely they reflected the 
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latter. It is quite evident that even after the fall of Constantinople 
the musical practice of the Greek Orthodox Church developed and 
underwent some modifications, notwithstanding the universal 
reverence for the great past. The deviation from Byzantine 
principles, first latent, then manifest, was to start sooner or later. 
Life went on and could not but influence church music and its 
theory. It was only natural that in such situations works of various 
directions and trends should have appeared; some of them were 
written according to Byzantine principles of musical theory, others 
were the attempts to study new tendencies; there were also works 
which combined both. In choosing manuscripts for the given book 
absolute preference was given to the sources of the first and not the 
second kind®. They contained the ideas recorded in some very 
ancient manuscripts which had not survived, or some significant 
details of those well-known parts of Byzantine theory which for 
some reason were missing in the Byzantine manuscripts that 
reached us. From this standpoint their value is undeniable. 

Hence, the main subject-matter of the present book is the By za 
ntine theory of music _ and its existence after the fall 
of the Byzantine Empire. 

Two main genres of works on musical theory are known to have 
existed in Byzantine and Post-Byzantine periods. 

The first one, the most wide-spread of them, got the name 
προϑεωρία ("protheory") or προπαιδεία ("propaideia") which can be 
translated as “elementary theory” or “primary manual". These are 
small theoretical writings, which used to be placed at the very 
beginning of some musical codexes: Papadike (Manadixn), Antologia 
( ᾿Ανϑολογία ), Anastasimatarion ( ᾿Αναστασιματάριον ), Stichera- 
rion (Στιχηράριον). They were aimed at acquainting the future 
chanters with the principles of the notation system. They were 
supplemented with some easy training exercises for acquiring the skill 
of reading music. After such introduction, in which theory was 
successfully combined with practice, chants were given in codexes. 
The combination of protheory and chanting in one and the same 
manuscript’ made it possible for the chanters to consult, if necessary, 
the theoretical part to clear up some questions about notation text or 
notation rules. 


6 As for the third, “mixed” type sources, only the treatise by Cynl of Marmara is given 
in the present book. But it will be considered separately (see Part II of the book). 
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The infinite number of such protheories had been created over a 
long period of time. The strong influence of traditions and the 
invariability of the most important principles of notation brought 
about many clichés, stereotyped phrases and even the generally 
accepted trite phrases which passed from one manuscript into 
another for centuries. But at the same time, more often than not, 
side by side with the trite examples some manuscripts appeared 
which give us new information missing in other sources. Moreover, 
in most cases even in a traditional protheory, where everything 
seemed to be given according to a well-trodden and well-known 
outline, a new, small (but still showing a creative approach to the 
material), detail would spring up. This proves the individual 
character of musical theory thinking of the anonymous authors of 
protheories. Besides, the long term existence of the genre of 
protheory could not but reflect the evolution of Byzantine and Post- 
Byzantine music theory thinking. It should be also born in mind that 
constant changes of the notographic system itself sooner or later 
were to penetrate into protheories and thus they can be a source for 
studying the evolution processes which were taking place in notation 
system. 

Protheories have long been an object of intense interest of 
musicologists, beginning from Martin Gerbert’. This interest was 
always roused by yeaming to learn the unknown aspects of musical 
theory, to better understand the logics of notation and the specific 


’ Gerbert M. Scriptores ecclesiastici de musica sacra potissimum.T.II], St.Blasien 1784, 
_397-398, Idem. De cantu et musica sacra a prima ecclesia¢ aetate usque ad praesens 
tempus. II, St.Blasien 1774, Tab.I-XVI; Christ W. Uber die Harmonik des Manuel 
Bryennius und das System der Byzantinischen Musik//Sitzungsberichte der 
koniglich bayerischen Akademie der Wissenschaften zu Manchen, philosophisch- 
philologische Classe II, 1870, 267-270. Gardthausen V. Beitrage zur griechische 
Palaographie VI: Zur Notenschrift der griechischen Kirche//Berichte dber die 
Verhandlungen der koniglich sachsischen Gesellschaft der Wissenschaften zu 
Leipzig, philologisch-historische Classe 32, 1880, 81-88; Παρανίκας M. To 
παλαιὸν σύστημα τῆς ἐκκλησιαστικῆς μουσικῆς //EDE 21,1891,164-176. 
Fleischer Ο. Die spatgriechische Tonschnft. Berlin 1904 (Neumen-Studien III), 18- 
24. Wellesz E. Die Rhythmik der byzantinischen Neumen//ZfMw II, 1919-1920, 
617-638. Milojkovic-Djuric J. Papadika u chilandarskom mikopisu broj 311//Zbornik 
radova vizantoloskog Instituta VHII 2, 1964, 273-285. Eadem. A Papadike from 
Skoplje//SEC 1,1966, 50-56; Cmedaxoeuy J. LUlpKkseHocopeHcKH ΠΡΟΒΟᾺΙ 
MIpHPy4HHKa BH3aHTHjcKe HeyMcKe HoOTauMje y pykonmucy 311 MoHacTHpa 
XunaHmapa//Xunannapckn 360pHHk 2, Beorpag 1971, 113-130; Lepyman E. 
Tpeuecknii yue6HHK my3bikH XVIII sBeka//[laMaTHMKH KkybTypbi. Hobie 
OTKpbITHA. Mocksa 1988,161-177. 
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features of chanting teaching methods, and - in the broader sence - 
to understand the distinction of Byzantine and Greek Orthodox 
Church musical cultures. | 

Side by side with the protheory another genre of thoretical works 
on music existed, namely, extensive treatises. This genre had also 
developed in the sphere of musical pedagogics and its methods were 
intended for pupils. Some of these literary monuments are 
anonymous, and some were created by famous melourgs. They also 
attract the attention of musicologists, and voluminous literature on 
these works has already appeared®. 

However, all anonymous sources on the theory of music, which 
have survived, appeared to be scattered over different regions of East 
and West, which makes their study very difficult. The information 
about them has not yet been systematized, and they are certainly far 
from being complete. Moreover, the information about Greek 
musical manuscripts (treatises on musical theory among them), 
which are kept in many large libraries of the world, is often 
inaccessible to musicologists, to say nothing of the manuscripts kept 
in smaller libraries. It is a serious impediment standing in the way of 
studying musicological monuments. The sooner we get over this 
difficulty, the sooner we can reconstruct the process of historical 
development of musical theory thinking in all details. 

The fate of Greek musical manuscripts, which for some reasons 
happened to find their way to Russia, is a special subject, the study 
of which has not even started yet. It is full of exciting events and 
bright personalities, of violent passions and dramatic episodes. This 
subject still waits for its researchers just as musical manuscripts still 
wait for their exposition. And indeed, no catalogue of Greek musical 
manuscripts, kept in Russia, has hitherto been created. In spite of 
the selfless and fruitful work of many generations of researchers, who 
created general catalogues of some Russian libraries? the latter can 


® For more details about this see: Hannick Ch. Die Lehrschriften zur byzantischen 
Kirchenmusik//Hunger H. mit Beitragen von Hannich Ch und Lieler P. Die 
hochsprachliche Profane Literatur der Byzantiner. Monchen 1978, Bd.2, 196-211. 
Tepymaxn Ε. BU3aHTHUCKOe My3bIKO3HaHNe. JleHuHrpag 1988, 156-175. 

Muralt E. Catalogue des manuscrits grecs de la Bibliotheque Imperiale Publique. 
St.Petersburg 1864. Biadumup (ΑΡΧΗΜΔΗΠΡΗΤ). CucTemMaTMyecKoe onmucaHHe 
pykonuceh MockoscKoi CHHOJaIbHOK Ομόπμοτοκμ. 4.1: Tpeueckne pyKoMMcn. 
Mocxsa 1894; idem: Ilaneorpaduyeckoe onMcaHve rmpeyeckHx pykonuceh XI u 
XII Beka ompeaesyieHHbX JieT. Mockpa 1880; [peyeckve uv naTHHCKMe pyKOMNMCH 
σμόπμοόοτοκη MocKkosBcKkoro ΓΠΆΒΗΟΙΓΟῸ apxHBa MMUXHMCTepcTBa MHOCTpaHHbx 
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hardly substitute for special musicological expositions which should 
be the real "sailing directions” in the ocean of musical manuscripts. 

However, the purpose of the present book is somewhat different, 
it is to introduce into scientific use a number of manuscripts on 
musical theory which are kept at present in St.Petersburg. Publishing 
the given Greek texts together with their translation and comments, 
I realize only too well that their thorough study is a matter of the 
future. Here the most general ideas dealing with each source as a 
whole and with some of its details are set forth. 

Starting to work at the book I was well aware of the difficulties | 
was to face. The isolation of Russia from the world for many 
decades had its pernicious effect on various spheres of musicology 
and on the study of Byzantine music in particular. One should bear 
in mind that while in the West the science of Byzantine music was 
rapidly developing, in Russia not a work on this subject- matter had 
been published up to the end of the eighties of the XX century, 
though it is in Russia where a remarkable collection of Greek 
musical manuscripts is kept. Yet, unfortunately, the researchers of 
this country seemed to take no interest in it. And there were reasons 
for it. The Soviet system of musicological education has developed a 
viewpoint, according to which everything connected with church 
music simplycould not be of any interest. And if at the end of the 
sixties at least some researchers appeared, who tried to revive the 
interest to Old Russian Church music in their works, nothing 


nen//COopHuk Mockosckoro maBHoro apxHBa MUMHYMCTepcTBa MHOCTpaHHbX Jel. 
Bamt.7. Mocxsa 1900. Πρμπορκθβημὸὲ I], CXXVI-CCXXXV; Ipancmpem ΚΕ. 
Tpeueckve pykonucnw BuGsmnoTreKH Ακάπομμ Hayxk CCCP// Hctopuyeckni 
ouepK HW 0630p ΦΟΗΠΟΒ PykonMcHoro oTaea AKafleMHH Hayk. Bpim.II. Mocksa- 
Jlenunrpag 1958, 272-284; eadem: Tpeyeckue cpefHeBeKOBble PYKOMNHCH B 
Jlenunrpage// BB 8, 1956, 192-207; eadem: Katanor rpeyecKux pyKOMHcen 
neHMHrpalckux xpanwium// Ibid. 16, 1959, 216- 234; 18, 1961,254-274; 19, 
1961, 194-239; 23, 1963, 166-204; 24, 1964, 166-197; 25, 1965, 184-211; 27, 
1967, 273-294; 28, 1968, 238- 255; 31, 1971, 132-144; JleGedesa H. Tpeuecxne 
pykonuecw. Jlenunrpag 1973 (OmnucaHve PykonucHoro oTfea BHuOIHOTeKM 
ΑΚάπομμὴ Hayk CCCP, T.5); @oxxuy &. Tpeyeckve pyKonvcn ONOMMOTeKH 
MockosBckoro yHxHBepcuteta// BecTHHK ApeBHew ΜΟΤΟΡΗΗ 4, 1967, 95-103; idem: 
TpeyecKve pykomucu MatreHagyapanHa// BecrHuk MateHagapaHa 12, 1977, 305- 
325; Idem:Tpeyeckve pyKonucuH Onecchi//BB 39, 1978, 184-200; 282-283; 40, 
1979, 172-183; 43, 1982, 98-101; idem: Tpeyeckue pyKONWCH COBeTCKHX 
xpaHwimul//Studia codicologica, ed.K.Treu. Berlin 1977, 189-195. Ipancmpem E., 
JleGedeea H., Φοηκμη δ. Wepcnekrusbl ΟΠΜΟΔΗΜΗ rpeuecKHx pyKOMHceH 
COBeETCKHX xpaHwimil// ApxeorpacbwyecKHH exerogqHHK 32 1972 rog. Mocksa 
1974, 253-255. 
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changed in the sphere of Greek Church music. Therefore I found it 
impossible to use Russian musicological traditions as the basis of the 
present book. 

It is only natural that with such state of things one cannot fail to 
avoid errors and mistakes. But it was clear that somebody must begin 
to study these priceless collections. So let this book of mine be the 
first, if tentative, step in this direction. 

It consists of two parts. The first part contains the materials kept 
in the Russian National Library ( RNL is its latest name; under the 
Communist regime it was called "The State Public Library named 
after M.E.Saltykov-Schedrin", and before the Revolution of 1917 its 
original name had been "The Imperial Public Library"), and one 
manuscript from St.Petersburg Archives of the Russian Academy of 
Sciences ( RAS Archives). All manuscripts published and analyzed in 
the first part of the book have one thing in common: they are al! 
from the famous Porphyry Uspensky collection of Greek 
manuscripts. In the second part of the book the materials from the 
Russian Academy of Sciences Library ( RASL) and from the 
manuscript collection of Russian Archeological Institute in 
Constantinople ( RAIC ) are given. 

The order in which the sources are given in the book is the same 
for almost all of them: an introductory text, a Greek text, [15 
translation and comments which are the result of studying the 
manuscripts. 

Translating the sources I tried to follow the Greek text very 
Strictly and often translated the constructions of the original literally, 
even to the detriment of the style of exposition, for the given texts 
are not works of fiction the translation of which allows a certain 
freedom for the sake of rendering the plot and the characters in a 
more artistic way. But when we deal with the opuses on musical 
theory the most accurate translation is indispensable. 

I deliberately did not change neumatic sequences into moder 
notation for I consider it absolutely senseless and do not envy the 
naiveté of those who, converting Byzantine ( or Old Russian ) chants 
into modern 5-line notation, believe rather simplemindedly that they 
will get the same piece which used to be executed in Byzantium (or 
Ancient Russia). 

The contents of the absolute majority of the sources published in 
the present book dea) with Byzantine notation system. However, this 
edition does not contain a systematized exposition of the latter, for 
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this book is intended for the readers who have some basic knowledge 
of Byzantine notation principles. 

The book is dedicated to Boris Lvovych Fonkich, an outstanding 
palaeographer and an expert researcher of Greek manuscripts. This 
book would not have been created without his professional and 
friendly help. It was only under his guidance that I could overcome 
all “palaeographic barriers" which I was constantly faced with when 
studying the manuscripts. 

A special word of gratitude is owed to our experts in Hellenistic 
philology Alexander Iosiphovich Zaitsev and Yakov Nikolayevich 
Lyubarsky, whom I consulted when coming across various non- 
standard grammatical and stylistical situations in the texts, written in 
different periods ( from XIII till XVIII centuries) by the scribes who 
had different levels of competence, literacy and culture. I am also 
indebted to Vyacheslav Michailovich Zagrebin, a researcher of the 
manuscript department of RNL; I deeply appreciated our long talks 
when my ideas, concerning the dating of the manuscripts under 
consideration here, were confirmed and specified, and sometimes 
even called into question. 

My deep thanks are also due to Lyudmila [lyinichna Kyseleva, 
head of the manuscript department of RASL, to Yelena Michailovna 
Schwartz, a researcher of the manuscript department of RNL, and 
to Michail Shmilevich Vainstein, deputy head of St.Petersburg 
Archives of RAS, for their great help in making photocopies of the 
manuscripts for the present book. 
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3  3anaa N° 2443. 


Inaea 1 


IIporeopua XIV BeKa 
(Tpeuecxaa 494) 


Ora pykoruch nonana B PHB 593 KomieKIIMH 3HaMeHHMTOrO 
Ilopdupua YcnevHcKoro (1804-1885) - nepBoro ΓΠΆΒΒΙ 
ΠΡΕΟΠΟΤΆΒΗΤΟΠΡΟΤΒΑ pycCKOH ΠΡΩΒΟΟΠΆΒΗΟΪΪ UWepKBu B VMepycanune. 
Kak MH3BeCTHO, συμ HeEYFOMMMbIM coOupaTesIeM XpMCTHaHCKHXx 
IpeBHocTeH, OH  MHTepecoBwicd UH UepKOBHOM My3bIKOH, 
KOJUIEKIMOHHpyA ΓΡΟΊΘΟΚΗΘ WeEpKOBHble pykormucu. Korga B 1883 rogy 
Hlopd@upyn Ycneuckuii ΠΡΟΠᾺΠ cBoe pykKomucHoe codpaHHe B 
Vimrlepatopckyl) myOnM4uHylo ONOAMOTeKy, TaM OKa3aslacb WH Trpeveckas 
ΡΥΚΟΠΗ͂ΟΡ, o603HayeHHad ἹΠΗΦΡΟΜ “[pex.(=[peuecxaan) 494". 

B "Oruete” 3a 1883 roa OHa 3Ha¥Mach Cpe ΓΡΘΌΘΟΚΗΧ ΡΥΚΟΠΗΟΘΗ͂ 
ron N 105 ” o Hex coo6uianock creqyoulee: “OTpbrBOK 43 yueOHHKa 
HOTHOYO LepKOBHOTO NMeHMH, crTpouyHoro mucbMa XV-XVI Beka, B 
BOCBMYIO Jomo ποτα, 7 ΠΗΟΤΟΒ. Oru ΚΘ CcaMble [Be CTPpOuKH 
OKa3aJIMCb NOBTOPeHHBIMH HW B oosope coopaHHA pykonucel 
(lopdupua Yenenckoro, ΠΡΗΟΘΡΘΟΤΘΗΗΡΙΧ MMnepatopcKon nyOnM4Hon 
6u6mmMoTeKoi?. YKan-Barucr Tw6o, onmncbipat HOTHbIC rpeyeckne 
PYKOIMcH 3TOH OnGmMoTeKM, ΟΥ̓ Mo BcemMy, Haxe He oOpaTH 


| Oruer Mmnrepatopckon [lyommyuHok 6uOmMoTeKM 34 1883 rong. Canxt-IleTrep6ypr 


1885, 161. 

Buuxoe H.A., Epnumedm B.K. Kpatkui 0630p coOpaHva ρυκοπμοθῇ, 
TipHHawiexkaBllero MpeocBAlieHHOMy emucKony IJlopdupvHw, ἃ HbiHe 
xpaHaleroca B VMmnepatopckow HyOnuuHok Ομόπμοτοκθ. Canxt-Herep6ypr 
1885, 151, N 105. 
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BHHMaHHs Ha "“/peu.494", Tak KaK He ΥὙΠΟΜΞΗΥΠ o Hei?. B 1968 rony 
EpreHia OgyapoosHa [pancrpem ony6mmkopaa MaleorpapHuecKoe 
omvcaHHwe 3TOKM pyKONHcH B srpynne Matepvantop XIV Beka: 
“@MwinrpaHb OyMarvw - ΠΟΠΥΜΘΟΙ͂ΙΙ, HeAcCHOrO pucyHKa. TeKcT HU 
HOTHbI€e 3HaKH HalnvcaHbl ἩΘΡΗΜΠΆΜΗ ἢ TycCKIOH KpacHoBaTOH 
Kpackoh. B 6yMaxHOH oGsoxKe 7 Jur. 22,0 x 13,5” 15,5 x 10,5. Tucno 
CTpOK paXIMYHO. TeKcT TpakTaTa OTOXICCTBHTb HE ὙΠΆΠΟΟΡ; B HEM 
cofepxKaTca CBeeHHA MO TeOpHH My3bIKH HM THMHbI"*. 3Π60» 2Ke 
KOHCTaTHpOBaJIOCh, 4TO ᾿ΠΡΟΜΟΧΟΣΚΠΘῊΜΘ pyKOMMcH yCTaHOBHTb He 
ὙΠΆΠΟΟΡ", a ΠΡῊ XapaKTepHcTHKe ΗΡΙΗΘΙΠΗΘΙῸ 66 COCTOAHHA OBLIO 
OTMEYCHO, YTO “JINCTbI 3ΞΑΓΡΗΞΗΘΗΒΙ". 

Utak, HaIMll0o pacxoxdeHHve B ΠΑΤΗΡΟΒΚΟ 3TOH pyKOMMcH Me>KIy 
V1.A.bprukosbim Η B.K.EpuHuteitoM, OTHOCHBIIHX ee K XV-XVI BB., H 
E.9.[paHcTpeM, CYHTaBueH, ἯΤΟ OHa co3qaHa B XIV B. A CKIOHEH 
MpHepXHBATLCH BIOPOM TOYKM 3peHHnsA. boslee Toro, ecTh OCHOBAHHA 
ΥΤΒΕΡΟΚΠΆΤΡ, YTO PYKOMHCh co3laHa BO ΒΤΟΡΟΪ NoNOBMHe XIV BeKa>. 

ConepxkaHHWe pykKoMHcH MOXHO guddepeHUMpoBaTb Ha TpH 
pa3fewia. 

ΠΕΡΒΡΙ pa3zgen - πη. 1-3 06., coxepxuT προϑεωρία. TnapHoe ero 
cBoeo6pa3ve (My3bIKaIbHO-TeopeTHyecKHe ΠΟΤΆΠΗ Tekcta ΟΥ̓ΑῚ 
OTMeYeHbI B  ‘KOMMeHTapHsx") 3akmo4uaeTcd B  peMapKax. 
pacriosIOKeHHBIX Ha ΠΟΠΗΧ. OHM HalHcaHbl KpaCHbIM TOM Xe pyKOH, 
yTO H caMa προϑεωρία. CosfaetTca BMeYaTNeHHe, ἯΤΟ MepenvCuHK y>xKe 
BO BPe€MA ΟΟΞΠΔΗΜΗ pyKoNHcH 3ΔΟΟΤΉΠΟΣ Ο cBOeM ΟΥ̓ΠΥΙΠΟΜ YMTaTesic, 
MOMorad €MY OPHeHTHpOBaTbCA B COJepxKaHHH TeKcTa HW oOpaias 
BHHMaHHve yueHHKa Ha OcOGO B&KHBbIe ΡΆ3ΠΕΠΡῚ (3TH peMapKH ΠΆΗΒΙ B 
“"KOMMeHTapHAx'"). 

Ἧτο ἈἊΘ Kacaetch My3bIKaIbHO-TeopeTHyeCcKOTO colepxkaHHsA 
OMHcbIBaeMoro Ρ43Π6Π8, ΤΟ OHO £H31I0KeEHO B τακοΐ 
ΠΟΟΠΘΠΟΒΑΤΟΠΡΗΟΟΤΗ͂: a) MepeyWcsIeHHe HHTepBasIbHbIX 3HAKOB (φωναί), 
WX JeneHve Ha “Tewia" ἡ “ΠΥΧΗ", ΠΡΆΒΗΠΑ B3aMMOJeCHCTBHA HeEBM TIpH 
WX cCOeMHEHHAX (ϑέσεις ), YMOMMHAHHe YeTEIpex 3HAKOB UIA 
WJIMTeIbHOcTeH (ἀργιαΐ ); 6) nepeyeHb 93 35 G6onbWInx HNOCTA3 


Thibaut J.-B. Monuments de la notation ekphonétique et hagiopolite de feglise 
grecque. St.Petersburg 1913. 

Ipancmpem E. KaTantor rmpeyeckux pyKonvcel JeHHHIpagwcKHX XpaHWIKMW. Bat. 6. 
Pyxornucn XIV 8. // BB 28, 1968, 255. 
Cm.: Mosin V.A., Traljic S.M. Filigranes des XIII et XIV SS. Zagreb 1957, N 6061 
(1369), N 6063 (1372), N 6064 (1372). 
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iis SO oy ear 


XHPOHOMHH (μεγάλαι ὑποστάσεις ) H 6 pa3sHoBMAHOcTel drop (p9opa ); 
B) Ομ cBeneHHH O cCaMbIX CJIOKHbIX H HaHvOonee ΤΡΥΠΗΟ 
yCBaMBaeMbIX TIOHATMAX, CBA3aHHBIX C ΠΑΠΟΒΟΙ͂ CHCTeMOH HXOCOB 
(ἦχοι) - νάος HM vava. 

He BBIsbIBaeT COMHEHHH, 4TO npoSewpia cocTaBleHa TaK, 4TOObI 
MaKCHMM@JIbHO MpHOMM3HTb y4eHHKa K ΠΡΆΚΤΗΚΘ ΠΟΒΊΘΟΚΟΓΟ ena. 

Peanm3almn 3TOH 3. ΠΑ cnoco6bcTByeT HK BIOpON pa3yzen pyKoNMcn 
- mn. 4 06. - 5 06., MOcBAIeHHLIN MpakrwM4ecKOMy OCBOCHHIO 
cbeHOMeHa, KOTOpbIM MMeHyeTes πῆδο ἤχηματα, πηδο ἐνηχήματα, 160 
ἠχίσματα, πῆδο ἀπηχήματαδ. 3nech maeTca " ᾿Αρχὴ τῶν ἠχημάτων εἴτε 
τῶν ἤ(χων)" - “"Hayano ἩΧΗΜ wim ἩΧΟΟΟΒ". Kak u MoslaraeTca, ἩΧΗ͂ΜΒΙ 
ἩΞΠΟΣΚΘΗΒΙ BO ΒΟΟΧ HMxocax, 4YTO HM ΟΥ̓ΜΒΏΘΗΟ COOTBETCTBYIOUIMMH 
pyOprkamn ( ᾿Αρχὴ τοῦ a © ἤχου ἢ T.2.). 

TperTHii pa3nen - ππ.6-7 οὔ. - wanaraeT "Σημάδια ψαλλόμενα κατ᾿ 
ἦχον ποίημα κὺρ Ἰωάννου καὶ μαΐστορου tod Κουκουζέλη" - 
“Tloroummeca cormacHO ἩΧΟΟΥ 3HaKH; ΟΟἸΜΗΘΗΜΘ ΜΑΓΜΟΤΡΑ ΓΟΟΠΟΠΜΗΔ 
Μοδηηδ Kyxky3ensa". ΠΡΥΓΗΜΗ ΟΠΟΒΑΜΗ, ΠΟΡΟΠ ἩΔΜΗ TaK ΗΔΞΒΙΒΔΘΜΒΗΠΣ 
"“ΒΟΠΡΙΠΟΙ͂ Hcou" (Μέγα σον ) οληηδ Kyky3ea, ΠΡΟΠΟΤΑΒΠΟΘΗΗΡΙΝ Β 
60JIbIIOM KoyIMYecCTBe ΡΥΚΟΠΗΟΘΘΗΙ͂ WM ἨἩΘΟΠΗΟΚΡΩΤΗΟ ABIABLIIMMCA 
OGBeEKTOM Μοοποποβδημῆ,. 

Ka3anocb 6bI, K YKE H3BECTHOMY 3TOT pa3iey! Halliero NaMATHVKa 
HHYero HOBOrO He joOapiseT. OgHako ΠΡῊ OnMxalulem ero 
PaCCMOTpeHHH HeTpyHHO YBHJeTb, ἯΤΟ MeEXAY W3BECTHbIM TCKCTOM 
"Bobuioro ucona” (" Ἴσον, ὀλίγον, ὀξεῖα"), HallMcaHHbIM ὩΘΡΗΒΙΜΗ 


6 Tlonpo6uHee o HHX cM.: Kunz L. Ursprung und textliche Bedeutung der Tonartensilbe 
Noeane, Noeagis// Kirchenmusikalisches Jahrbuch 30,1935, 5-22; Werner E. The 
Psalmodic Formula Neannoe and its Ongin //Musical Quarterly 28,1942,93-99; 
Strunk O. Intonations and Signatures of the Byzantine Music //Ibid., 31,1945,339- 
355. Wellesz E. A History of Byzantine Music and Hymnography. Oxford 1961, 
309-311; Raasted J. Intonation Formulas and Modal Signatures in Byzantine 
Musical Manuscripts. Kopenhagen, 1966 (MMB.Subsidia VII); Hugio M. 
Liintroduction en Occident ‘des formules Byzantines d’Intonation//SEC 
11I,1972,81-90; Haas M. Byzantinische und slavische Notationen. KOln 1973 
(Paleographie der Musik.I 2),2.40-2.43; Tepyuman E. Bu3aHTuiicKkoe My3bIKO3HaHMve. 
JIeHuHTpay 1988, 194-196. 

CM., HampHMep: Deval G. The musical Study of Cucuzeles in a Manuscript of 
Debrecen//AASH III, 1955, 151-179. Idem. The Musical Study of Koukouzeles in 
a 14th Manuscript// Ibid.VI, 1958, 213-234. Floros C. Die Entzifferung der . 
Kondakariennotation// Musik des Ostens II], 1965, 7-71. Ibid. IV, 1967, 12-44 uw 
apyrve. 
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yepHWlaMHv, WU  cTpoyKoHn 
BLINOJIHCHHbIA ΚΗΗΟΒΆΡΡΙΟ: 


᾿ Μόνη Παρϑένε καὶ μήτηρ tod 
λυτρωτοῦ σῶσόν pe, καταποντιζό- 
μενον ἐν βυϑῷ παϑῶν νῷ καὶ 
αἰσϑήσει, καὶ μή παραδῶς βρῶμά pe 
γενέσϑαι τοῦ δράκοντος ὅλον, ἀλλ᾽ 
ἀνάστησον, ἀλέσποινα, δέομαι, 
καϑάρασα πνεῦμα σῶμα ἀφώτιστον 
καὶ ἀκάϑαρτον᾽ εἰ γὰρ σὺ 
ἀποσκορακήσῃς (Sic) pai (= με), 
παναμώμη τὸ, ἀπὸ τῆς σῆς 
ἀντιλήψεως ἀποπεμπομένη μὲ "τὸν 
ἀνάξιον, καταβαλὼν ὄφις μὲ 
ἐπιχαρήσεται δεινῶς τῇ ἀπωλείᾳ μοῦ, 
καὶ κατὰ τὴν αὐτοῦ λύσσαν τὴν 
ἄπληστον φαγών, σκότει δόσει (= 
δώσει) μὲ αἰωνίζοντι. Πρόστηϑει. (= 
Πρόστηϑι), πρόφϑασον, ἄχραντε, 
λύτρωσαι του μεγάλου πτώματος. ἀπ 
ἄρτι δὼς (= δος) [μοι] μετανοεῖν, 
ἄσπιλε καὶ ὑπέραγνε, κοίμησον τὴν 
ἐμπάϑειαν τῶν λογισμῶν καὶ τῶν 
ἔργων μοῦ, δάκρυά μοι δίδου καὶ 
σύννοιαν καὶ κατάνυξιν, γλώττης 
σιγήν, μνήμην τῶν παϑῶν σοῦ υἱοῦ δι 
ὧν ἔσωσε βρωτοῖς (= βροτοὺς) ὡς 
εὔσπλαγχνος, ἐγρήγορσιν, εὐχήν, 
ταῦτα πάντα μετὰ ταπεινώσεως, οὐ 
κέκτημαι ἄλλην γὰρ σοῦ χωρίς, 
παναμώμηται (= παναμώμητε), 
φρουρὸν ἄμαχον. διὸ (βο)ῶ καὶ 
πρόσχες δυσωπῶ, πάντων προσ- 
φύγιον, χριστιανῶν ἡ ἐλπίς, καὶ δός 
μοι [ὧν] ἥτεισα (= ἥτησα) ἐμπόνως ἐκ 
καρδίας, ἀπὸ τῶν ἀχράντων 
ϑησαυρισμάτων σῆς χρηστότητος". 


H€BM pacrioyoxKeH ΠΡΥΓΟΠ TeKCT, 


“ENMHCTBeHHaa Jiepa vu MatTp 
CrlacuHTeJiad, cimacH MeHA, Mormps3a- 
IOWeErO MBICIAMM VM YYBCTBAMH B 
Oe3fHe cTpacTeH, WM He aw MHe 
LICSIMKOM CielaTeca DOGnmen πρᾶκο- 
Ha, 8 BOCKpecH; 4 Mojo [TeOa 06 
9TOM], Bulagerauua, OUMCTHBILIAA 
ΠΥ UW ΤΌΠΟ, JIMIWeHHOe cBeTa HU 
HeouMIeHHoe. Bemb ecm Thi, 
BceHenopoyHad, OTBeprHellib MeHA 
OT CBOeTO MOMeYeHHA, OTOCIAB MCHA, 
HeJOCTOHHONO, TO ONOIEBILIMK [MeHs] 
3MeH OyleT OYeCHb pajlOBaTbCA 
mores Moe WU, coxpaB [McHA] B 
CBO€EM  HeHAaCbITHOM  OGE€lIICHCTBE, 
HHM3BeprHeT MCHA B BeYHHIA MpaK. 
IIpenctaTexbcTByi [3a McHS I, 
nocneH, Henopounas, ciiacuv {Mensa] 
OT BeJIMKOrO MageHHa. Jlapyi MHe 
OTHBIHe ΟΟΒΘΟΡΙΠΩΤΡ ΠΟΚΔΆΠΗΜΕ, 
Ynucras wu HenopoyHasa, ycnoKon 
CTpacTH B ΠΥΜΩΧ HM J@AHUAX ΜΟΗ͂Χ. 
HvcnowwIw ΜῊ cye3bl, 03a60- 
YEHHOCTb KW GraroyectHe, Ge3MoNBHe 
ycT, MaMATb cTpawaHHi CHHa 
Tsoero, O6larogqapa KOTOpbIM OH, 
MuyyrocepaHbi, οπᾶσ  CMeprHBix, 
OneHMe, MouTBYy. Bce 3To [A Mpolry] 
CO CMHpeHveM, HOO 4 He Mpnoopesr 
HWKakoro ypyroro HeooOuKMoro 
CTpaxa, Kpome Te6s, BceHelopou- 
Has. BoT Moyemy τ ΒΞΒΙΒΔΙΟ: oOpaTu 
BHMMaHve, oO pvOexulle BCeX, 
Hazexia xpucTMaH. Jlai MHe [μμποὸο- 
το], KOTOPBIX 43. ΠΡΟΙΗΝ co cTpana- 
HMeM Cepia, OT ΗΟΠΟΡΟΊΎΗΒΙΧ COKpo- 
Bui, T Boek ToGpocepzeqHocTn". 


Ha nonsax 1.6 TeM %e MOYepKOM M kKpacHbIM HaliMcaHa Takasv 
peMapkKa: "τὰ μέσον Tv ἐνταῦϑα ψαλομένων (SiC) σημαδίων κόκινα 
γράμματα ἔστι στίχοι κατανυκτικοὶ εἰς τὴν ὑπεραγίαν Θεοτόκον, 
ψαλόμενοι (Sic) πρὸς αὑτήν". - “Haxogsilveca 3Π60» ΠΟΟΡΘΠΜΗΘ 
KpacHble W300paxKeHHA MOWUIMXcH ΞΗΆΚΟΒ - 3TO ONaroyecTHBble 
CTHXM B YecTb [IpecBaToH boropoxMUbl, ΠΟΙΟΙΠΗΘΟΚΞ K Hen”. 

Kak  BbICHAeCTCA, H3JIOKCHHbIM BbILIe TeKCT ABIIACTCHA 
“"MoneOcTBeHHbIMH cCOBaMH" ("Λόγοι παρακλήτκοί"), o6pallleH- 
HbIMM Κα boropoguule, - co3qaHve MepoMoHaxa Mapxka BnaatTuca 
(Μᾶρκος Βλατῆς ), ἈΜΒΙΠΘΙΟ B KOHUe XIV Beka. Yxe jaBHO 
CodpoHni Esctparwanuc yka3an Hwa Codex Lavra E 146, 
CBULECTEJILCTBYHLIHH O TOM, 4TO ΠΡΟΠΗΤΗΡΟΒΔΗΗΒΙΜ TekcT Mapxka 
BnatTuca ΠΟΠΟΣΚΗΠ Ha My3biky Moauy Kyxysent®. 

CreoBaTeIbHo, MaTepHan "[pey. 494" ΠΟΠΤΒΟΡΟΚΠΆΘΤΟΙ HW Apyron 
pykonuvcbhb.Kak noKka3biIBaeT nyOmmKauua C. Esctparuaguca, 
pacxOXDeHHA MexXY TeKCTOM "“MoneOcTBeHHbIX clos" B Codex 
Lavra E 148 1 8B [pex. 494 oyeHb He3HaYHTeNbHI: B HayasIbHOM 
TIpeAOXeHHU ΠΑΒΡΟΚΟΪ pyKonMNcn cTouT “ Μήτηρ tod ποιητοῦ pov, 
ἁγνή" ("HenlopowHad Math Co3gatena Moero"), a B neTep6yprcKoli - 
"Μήτηρ τοῦ λυτρωτοῦ" ("Mats Cnacutens”). 

ἸΆΚΗΜ oO6pa30M  OKa3bIBaeTCA, TO, ΟΟΓΠΆΟΡΗΟ ἨΗΔΙΠΕΐ 
pykonucu,’"bombuioh ΜΟΟῊ " HW "Mone6cTBeHHble copa” ΠΕΠΜῸΡ Ha 
OMHY HW Ty xe My3bIKy. He sABiaeTCA IM ΤΆΚΔΗ CHTyallMsi HEKHM 
HeqOpa3yMeHveM WIM ciyyanHocTbio? Beab Nomyyaetca, 4TO ofHa 
Ἡ Ta ΚΘ My3biKa HCNONb3yeTCA WIA ΠΒΥΧ COBCPWICHHO pa3JIMYHbIXx 
3anau: Cc OHOH CTOpOHE, JIA MpaKTHMYeCKOTO ocBOeHHsA 
yiallMMHca Ha3BaHHH HeEBM HM UX MeONMYeECKMX ΦΟΡΜΥΠ, a c 
Wpyrouw - aia pacnespa "Mose6cTBeHHbIx cy0B". He ΟΠΗΙΙΚΟΜ ΠΗ 
OTIMYAWTCA WeH,cTaBAWIMeCH B KaKHOM cJIyyae? CnocobeH ΠῊ 
BbIMePXKATb CTONb HEOHOSHAYHbIe GyHKWHH OHH ἢ TOT xe 
MYySbIKasIbHbIM MaTepHay? 

B cBA3H C 93THM HYXHO OOpaTHTb BHHMaHHe Ha TO ,4TO 
ΓΡΗΓΟΡΗΪΝ Cratuc o6HapyxHI aHanorMmyHoe coBMellleHHe Β 


PYKOTIHCH ΠΟΡΒΟ ΠΟΠΟΒΜΗΡΙ XY BeKka - Codex Konstamonitus δύ, 
ππ.23-26 οὄ:: 


8 Εύστρατιάδης 5. Ἰωάννης ὃ Κουκουζέλης ὁ Μαΐστωρ καὶ ὃ χρόνος τῆς ἀκμῆς αὐτοῦ // 
ΕΕΒΣ [4,1938,13- 14, 
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"Λόγοι RAPAKANTIKOL εἷς τὴν "Mose6cTBeHHble cOBa K 
bnepayiav Θεοτόκον. ποίημα lipecsaroh Boropognye; co- | 


Μάρκου ἱερομονάχου tod Βλατῆ᾽ ἩΒΗΘΗΜΘ ΜΟρΟομοηᾶχᾶ Mapxka 
τὸ δὲ μέλος ἐστὶν ἀπὸ τῶν BnaTuca, μόποῦ xe - 4H3 
σημαδίων τῶν ψαλτῶν τοῦ  3HaKOB Aa Nepavx MarucTpa 

WUoaHHa Kyky3eJ14, HXOc 


Μαΐστορος κυροῦ Ιωάννου τοῦ 
Κουκουζέλη ἦχος a: "Μόνη 
Παρϑένε καὶ μήτηρ τοῦ ποιητοῦ 
μου ἀγνή"". 

Kak oKa3bIBaeT CHHMOK 23 ποτὰ KoHcTaMOHHTCKOH 
PYKONHCH,OMyGIMKOBAHHOH «Tp. Crarncom!® 3aneyaTieHHbId TaM 
HEBMEHHbIN TEKCT ΔΟΟΟΠΙΌΤΗΟ MNMCHTHYCH TOMY,KOTOpbIN colepxKHTCA 
Ha 11.6 [peu. 494. .[Ipagna, B Codex Konstamonitus 86 oTcy1cTByeT TEKCT 
"ΒΟΠΡΙΠΟΙῸ vcoHa” (" Ἴσον, ὀλίγον, ὀξεῖα .."), ἃ ΗΞΠΟΣΚΘΗΒΙ TOKO 
᾿Μοπθδοτβθηηθθ ΟΠΟΒΑ" ΟΟΠΡΟΒΟΣΚΠΆΘΜΒΙΘ HoTalivei ᾿ΒΟΠΡΙΠΟΓῸ 
McoHa’. CyleqoBaTembHO, ΟΟΘΠΜΗΘΗΜΗΘ ΜΥΞΒΙΚΒΠΒΡΉΟΓΟ MaTepHasa 
“bobluono HCOHa" co cTHxHpoH Ha TeKcT Mapka Baatuca - He 
CJTYYaHHOCT. 

B cBaA3M C 39THM MOTYy COOOUIMTH,YTO B OAHOM H3 J[leTepO6yprcKHx 
KoneKcoB - ὄξει. 126 (1491 roga)- Ha mm. 10-11 οὖ. nanararorcs 
"Σημάδια συντεϑέντα καὶ μελισϑέντα κατὰ παρὰ tod po(io}topog κὺρ 
Ἰωάννου τοῦ Κουκουζέλη «...» ἤγουν τὸ "Μονὴ Παρϑένε" ἐποιήϑη παρὰ 
τοῦ ἐν ἱερομονάχοις κὺρ Μαρκοῦ τοῦ Βλατῆ". -- "ἬΟΤΡΙ, ΘΟΞΠΔΗΗΡΒΙΘ Η 
mponeTble MarMCTpOM ΓΟΟΠΟΠΜΗΟΜ Κἴοδηηομ Kyxky3eJieM ... TO ΘΟΤΡ 
“EQMHCTBeHHad jeBa", Co3qaHHasd ΓΟΟΠΟΠΜΗΟΜ Mapxom ByaTHcomM, 
[Obrplero] B HMepoMoHaxax". OgHaKO, 30€Cb H3IOKEH ΤΟΠΡΚΟ TEKCT 
ΒΟΠΡΙΠΟΙῸ HcoHa",a "Mone6cTBeHHble copa" OTCyICTByIoT (TO eCTb 
ΠΡΗ͂ΜΟ ΠΡΟΤΗΒΟΠΟΠΟΣΚΗΟΘ TOMY, ὍῬΠῸ BCTpeyaeTca B Codex 
Konstamonitus 86 ). 3HaMeHaTeyIbHO, 4TO, HeECMOTpA Ha 310, B 
pykomucH BCe Θ ynoMHHaeTca WMA Mapxka Bnyatuca, aBropa 
ΟΤΟΥΤΟΤΒΥΟΙΠΟΙῸ TeKCTA. 

TaKHM oO0pa30M, CBA3b Mexgay ᾿ΒΟΠΒΙΙΗΜ HWCOHOM MoaHHa 
Kykysema 4 “MoneOcTBeHHbIMH ~ cyloBamMH”  MapKka  Buaatruca 
MOLTBeEpxKWaeTcA yKE HECKOJbKMMH WcCTOUHHKaMH. beccnopHo, B 
aibHeviilem OytyT O6bHapyxXeHb!I UW Apyrve ΡΥΚΟΠΗΟΗ ΠΟΠΟΘΉΟΓΟ ΡΟΠΆ. 


nepBbiM:"EquHaA UM ΒΟΠΟΡΟ- 
Han Jlepa, MaTp co3smaTensx 
Moero’. 


Στάϑης Ip. Τὰ Χειρόγραφα ... A, 657. 
10 Ibid., 659 


ΚΟΗΘΊΗΟ, 30€Cb eCTh ΜΗΟΙῸ 3aragouHoro. []TpeqnonoxutesmbHo 
Mapk Baatuc ἢ WoaHH Kyky3enmb - NOY cOBpeMeHHHKH. OHako, 
ΠΟ HEKOTOpbIM BEpCHAM, BeJIMKHH MarMcTp yMep rme-To oKono 1360 
roma, a Mapk Bnatuc ΚΗΠ elle B Hayane 80-x rogoB XIY Bexa. Kak 
yKE YKa3bIBaIOch, 0 CHX Nop NpPHHATO CUHTAaTb, ἯΤῸ "ΒΟΠΡΙΠΟΙ͂ HCOOH" 
6511 co3naH MoaHHom Kyxky3eylem c yyeOHOH ΠΟΠΡΙῸ, yobs! ΟΥ̓ΠΥΙΠΗῊΘ 
ΠΕΒΊΜΘ, pacnepad Ha3BaHWA HeBM Ha ΟΠΡΟΠΟΠΘΗΗΒΙΧ MeOMMYCCKHX 
(bopMyylax, 3aNOMHH@IM OJHOBPeMeHHO H Te, Ηὶ ΠΡΥΓΗ͂Θ, Η 4TOObI B HX 
cO3HaAHMH ΚΑΚΠΟΘ HaWMeHoBaHHe HEBMbI aCCOMMMpOBaIOCh Cc 
KOHKPeTHBIM MeONHYECKHM oOpa30BaHHeM. B pe3yibrate - H 3 
BLIHYKIeH elle pa3 NOBTOpHTb 3TO - B3avMocBA3b "MomeOcTReHHbIX 
cnop" Mapka BaatTuca c My3bikoH "bombiiioro HcoHa’ HeMMHyeMO 
ΠΡΗΒΟΠΗΤ Κα pa3MbIllWIeHHIo Hal ΟΠΟΣΚΗΘΙΠΠΘΗ mpoOMeMoH: ΚΑΚ 
ΜΥΞΒΙΚΆΠΒΗΟΘ ΠΡΟΒΞΒΕΠΘΗΜΘ, ΘΟΞΠΔΗΗΟΘ WIA 660 -ἸΤΟΧΗΟΠΟΓΜΊΘΟΚΗΧ 
ΠΕΠΟΙΊΜΟΣΚΕῚ ΠΟΙΧΟΠΡΤΡ Κα COBEpIICHHO ΜΗΟΜΥ ΧΥΠΟΣΚΘΟΤΒΘΗΗΟΜΥ 
Tekcry .Bce ΤΟΒΟΡΗ͂Τ Ο TOM, ἯΤΟ 3Π60} ΠΡΗΟΥΤΟΥΒΥΘΎ KaKad-To ΤΑΪΗΔ, 
KOTOpylo ellie ΠΡΟΠΟΤΟΗΤΥ pacKpbiTb: ΟΡΙΠῸ ΠΗ ΟΟΒΠΔΗΟ ΒΗΔΊΔΠΟ 
yueOHoe ΠΘΟΗΟΠΘΗΜΘ Cc ΡΔΟΠΟΒΔΙΟΙΠΗΜΜΗΟΣ Ha3BaHHAMHM ΗΘΒΜ, HalieB 
KOTOpOoTO BMOCIeICTBHH ACMONb30BaICd HW WIA MCNOuHeHHA 
“"MonyleOcTBeHHbIX ΟΠΟΒ᾽ Mapka Βπατμοᾶ, wim, HaodopoT, BHa4yalie 
BOSHHK/IO MecHoneHvHe Ha ΟΤΉΧΗ Mapxka Bnatuca, MW ΚΘ NOTOM OHO 
6bLIO BBeEeHO B YYCOHbIM OONXOL WIA pacneBaHHs Ha3BaHHH HEBM. 
SroTr sompoc HeoGxOMMO BBIACHHTb, 4TOObI! MOHHATb ΠΟΓΗΚῪ 
TBOpyecKoro Mpoliecca ΟΟΞΠΔΗΜΗ OMHOTO M3 CaMbIX 3HaMeCHHTbIX 
IIpOH3BeAeCHHH BH3AaHTHMCKON My3bIKH. 

Bosppailasch K [peu. 494, HyKHO OTMETHTb, 4TO Ha π.7 06., Te 
3aBeplliaeTca CTOJIb YXIMBHTeJIbHOe coBMelleHHe “bonbiworo HcoHa’ ὁ 
"Mone6cTBeHHbIMH CIOBaMH", Ha ΠΟΠῊΧ HalvcaHa ΟΧΟΠΗΗ: "Sewov ἡ 
μικροψυχία μὴ καρτερήσας γενέσϑαι τὸ κόκινον (SIC) καλὸν ε«..»" - 
"Y>KacHO ΜΑΠΟΠΥΎΙΠΗΘ Tex, KTO He NepeHOcHT, 4TOObI ΚΡΆΟΘΗΔΗ Kpacota 
McnomHsaach ...". Κα coxaieHHlo, OKOHYaHHe 3TOH CXOJIMH HE YNTAeCTCA 
M3-3a TOMO, ἯΤΟ HMXKHHH JeBbIM kKpaH MNocnegqHero ποτὰ Halen 
pykormmcu o60pBaH. HyxkHo ΠΡΕΠΠΟΠΆΓΩΤΡ, YTO “KpacHas! KpacotTa’ - 
9To ΤΌΚΟΥ "Mone6cTBeHHBIX CJIOB’, BbINOJHCHHbIM ΚΗΗΟΒΆΡΡΙΟ. 
Bo3MOXHO, 3aBepliicHHe CXOIHH ΜΟΙΠῸ Ob! CTHMYIHpoBaTb B 
ΟΠΡΟΠΘΠΘΉΗΟΜ HalpaBIeHHH ΗΘΜ NOMCKM WA pa3pelleHHsl 
OCHOBHOH 3aralKH [peu. 494. 
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Ilocne 3aBepuueHHns “bobworo HcoHa" vu "Mone6crBeHHbix CIOB. C 
mpaBOH CTOpOHb! JIMcTa NMepeNHc4YHK KpacHOHM KpacKon 3anvca1 
"Xaipoig δέσποινα Θεοτόκε"" ,a clleBa - "Δόξα σοι ὁ Θεός". 

B caMOM HH3y MocyleqHero JIMCTa HaxXOJHTCA ΞΏΠΗΜΟΡ Ha pycCKOM 
a3bike: "“CeMb ΠΗΟΤΟΒ (7). BHOnvoTeKapb M.bprukos.". 

Tenepb O3H@KOMHMCA C MY3bIKAIbHO-TeOpeTHYeCKHM TEKCTOM 
Nepporo pa3zgena [pey. 494. 

TeKcT 3Π60}» ΠΡΟΠΟΤΏΒΠΘΗ B TOM BHJe , B KOTOPOM OH ΜΆΠΟΚΘΗ B 
pykonvcn. 4 crpemMwica coxpaHHTb HW opdorpadun, HW ΠΥΗΚΤΥΔΗΜΙΟ. 
Tak KaK ΓΠΥΌΟΚΟ yOexqeH, 4TO ΤΟΠΡΚΟ TakKaa ero ΠΥΘΠΗΚΩΠΗΞ 
cnocoOHa 538 ΠΟ ΔΤΠΟΕΤΡ OcOOeHHOCTH, MpotpeCCHOHa/IbHbid HW 
ΚΥΠΡΤΥΡΗΒΙΜ YPOBeEHb Cpebl , B KOTOPOH TeKcT ObUI CO32aH WH KW 
(€AHaIOrMYHBIN ΠΡΜΗΠΜΠ NMyONMKALMH TeKCTOB coxpaHseTcaA Ha 
ΠΡΟΤΣΚΘΗΜΗ BCeH ΚΗΗΓΙ). 

EHHCTBEHHOe ΟΤΟΤΥΠΠΘῊΜΘ OT ΦΟΡΜΒΙ Ἡ3ΠΟΣΚΕΗΜΗ ΜΆΤΘΡΜΆΠΆ B 
[peu. 494 cBa3aHO C ΤΗΠΟΓΡΑΦΟΚΗΜΗ ΤΡΥΠΗΟΟΤΗΜΗ HM ΠΟΞΘΤΟΜΥ͂ KpaTKHe 
PeMapKH, ἨΔΧΟΠΗΙΠΜΘΟΗ Ha NOMAX PyYKONMCH, ΠΆΗΡΙ HE B TeKCTe, a B 
KOMMCHTapHsix Καὶ HEMY. 


Chapter I 


The Protheory of the XIV century 
(Greek 494). 


This manuscript found its way into St.Petersburg Public Library 
from the collection of the famous Porphyry Uspensky, the first Head 
of Russian Orthodox Church Mission in Jerusalem. Being well- 
known as an indefatigable collector of Christian antiquities, he was 
interested in Greek church music, collecting Greek church 
manuscripts. When in 1883 Porphyry Uspensky had sold his 
collection of manuscripts to the [Imperial Public Library, there was a 
Greek manuscript in it with a press-mark “[pex. (=Greek ) 494". 

In the "Report" of 1883 in the list of Greek manuscripts it has N 
105 and is described as follows: "An extract from the handbook on 
church chanting from music, in small-letter writing of the XV-XVI 
centuries, in octavo, 7 folios"!. The same two lines were repeated in 
the survey of Porphyry Uspensky's manuscript collection, purchased 
by the Imperial Public Library?. Jean-Baptiste Thibaut, who was 
describing Greek notation manuscripts of that library, does not seem 
to have paid any attention to the press-mark "Greek 494", for he did 


| Orver Mmnepatopcxoi Ily6nmunokt δμᾶπμοτεκη 3a 1883 rox. Canxt-Ietep6ypr 
1885, 16 

2 Buuxos HA, Epnumedm B.K. KpaTKuh o630p coOpaHva ρυκοπμοβῆ, 
IIpMHaieXaBllero MpeocBAlleHHoMy enHvcKony IlopdupvHw, a HbiHe xpa- 
Halweroca B Mmneparopcxok Ily6mmyHok ὕμοπμοτοκθ. Canxt-IletepOypr 
1885,151,N 105. 
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not mention 115. In 1968 Eugenia Eduardovna Granstrem published a 
palaeographic description of this manuscript among the materials of 
the XIV century: ‘The water-mark of the paper is a half-moon of in- 
distinct design. The text and notation signs are written in ink and in 
faint reddish paint. In paper cover, 7 folios 22,0x 13,5 and 15,5x10,5. 
The number of lines varies. The text of the treatise could not be 
identifired; it contains information on the theory of music and 
hymns"*. It was also stated there that "the origin of the manuscript 
could not be established", and in the description of its present state 
it was noted that “the folios are soiled”. 

Thus, we have here the divergence in dating this manuscript by 
].A.Bytchkov and by V.K.Emstedt, who both referred it to the XV- 
XVI centuries, and E.E.Granstrem who believed it had been created 
in the XIV century. I am inclined to support the second standpoint. 
Moreover, it can even be asserted that this manuscript had been 
made in the second half of the XIV century’°. 

The contents of the manuscript can be divided into three parts. 

The first part (fol. 1-3v.) contains npoSsmpia . The notes on the 
margins of the manuscript form the main distinctive feature of this 
part (the details of the text concerning theoretical aspects of music 
will be considered in "Comments"). The notes on the margins are 
written in red colour by the same hand that wrote προϑεωρία itself. It 
looks like the scribe, working at the manuscript, wanted his future 
reader to find his way in the contents of the text and drew his 
attention to the most important parts (these remarks are given in 
“Comments’"). 

As concerms the musical theory aspects of the part described, they 
are given in the following sequence: a) the list of interval signs ( 
φωναΐ ), their classification into "bodies" and "spirits", the rules of 
neumatic interaction in conjunctions ( ϑέσεις ), the record of four 
signs of duration ( dpyiai ); Ὁ) the list of 35 great hypostases of the 
cheironomia ( μεγάλαι ὑποστάσεις χειρονομίας ) and of 6 variants of 
the phthora ( pSopai ); c) the general information about the most 


ὁ Thibaut J.-B. Monuments de la notation ekphonetique et hagiopolite de ἔριξε 


grecque. St.Petersburg 1913. 

[pancmpem E. Katanor rpeyecKHx pyKOMMcew JeHHHIpadcKHX XpaHWIHUI.BBIM.6. 

Pykonucn XIV B.//BB 28, 1968,255. 

> Cm: Mosin V.A., Traljic S.M. Filigranes des XIII et XIV SS. Zagreb 1957, N 6061 
(1369), N 6062 (1371), N 6063 (1372), N 6064 (1372). 
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complicated and difficult notions, concerning the mode system of 
echoi ( ἦχοι) - νάος and vava. 

Doubtlessly προϑεωρία was composed so as to achieve the utmost 
results in bringing the pupil close to the practice of chanting. 

The second part of the manuscript (fol.4v.-5v.) also contributes to 
the realization of this aim, being devoted to mastering the 
phenomenon which goes here under different names: nynpata, or 
ἐνηχήματα, OF ἠχίσματα, Or ἀπηχήματα ©. We find here " “Apyn τῶν 
ἠχημάτων εἴτε τῶν Hy(ov) " - "The beginning of echem or echoi". As 
it goes, the echemasta are given in all the echoi, which is marked by 
the corresponding headings ( ᾿Αρχὴ τοῦ «79 ἤχου etc.). 

In the third part (fol.6-7v.) it is stated: "Σημάδια ψαλλόμενα κατ᾿ 
ἦχον ποίημα κὺρ Ἰωάννου καὶ paistopov τοῦ Κουκουζέλη “ - “The 
signs chanted according to the echos; the work by Master foannes 
Koukouzeles”. In other words, we have here the so-called "Great 
Ison" (" Μέγα Ἴσον ") by Ioannes Koukouzeles, the work, which 
can be met in many manuscripts and which had more than once 
been an object of study’. 

On the face of it, this part of the manuscript under con- 
sideration does not seem to add anything new to what is already 
known. However, on closer examination we cannot fail to notice 
that together with the well-known text of “The Great Ison" (Ἴσον, 
ὀλίγον, ὀξεια"), written in black ink, and a line οὗ neumes there is 
another text, done in cinnabar: 


6 for further details about them see: Kunz L. Ursprung und textliche Bedeutung der 
Tonartensilbe Noeane, Noeagis// Kirchenmusikalisches Jahrbuch 30,1935, 5-22; 
Werner E. The Psalmodic Formula Neannoe and its Ongin //Musical Quarterly 
28, 1942,93-99; Strunk O. Intonations and Signatures of the Byzantine Music//Tbid. 
31,1945,339-355; Wellesz E. A History of Byzantine Music and Hymnography. 
Oxford 1961, 309-311; Raasted J. Intonation Formulas and Modal Signatures in 
Byzantine Musical Manuscripts. Kopenhagen, 1966 (MMB.Subsidia VI]); Huglo M. 
L'introduction en Occident des formules Byzantines d'Intonation//SEC 
ITI, 1972,81-90; Haas M. Byzantinische und slavische Notationen. Koln 1973 
(Paleographie der Musik.I 2),2.40-2.43; Zepyman E. BusaHTHHckoe My3bIKO3HaHHe. 
JIenvurpan 1988,194-196. 
See, for example: Devai G. The musical Study of Cucuzeles in a Manuscnpt of 
Debrecen//AASH IIH, 1955, 1581-179. Idem. The Musical Study of Koukouzeles in 
a 14th Manuscnpt// Ibid. VI, 1958, 213-234. Floros C. Die Entzifferung der 
Kondakariennotation// Musik des Ostens IH, 1965, 7-71. Ibid.IV, 1967, 12-44 and 
others. 
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Μόνη Παρϑένε καὶ μήτηρ τοῦ 
λυτρωτοῦ σῶσόν με, καταποντιζό- 
μενον ἐν βυϑῷ παϑῶν νῷ καὶ 
αἰσϑήσει, καὶ μὴ παραδῶς βρῶμά He 
γενέσϑαι τοῦ δράκοντος ὅλον, ἀλλ᾽ 
ἀνάστησον, δλλέσποινα, δέομαι, 
καϑάρασα πνεῦμα σῶμα ἀφώτιστον 
καὶ ἀκάϑαρτον᾽ εἰ γὰρ σὺ 
ἀποσκορακήσῃς (sic) μαὶ (= με), 
παναμώμη τ, ἀπὸ τῆς σῆς 
ἀντιλήψεως ἀποπεμπομένη μὲ τὸν 
ἀνάξιον, καταβαλὼν ὄφις μὲ 
ἐπιχαρήσεται δεινῶς τῇ ἀπωλείᾳ μοῦ, 
καὶ κατὰ τὴν αὐτοῦ λύσσαν τὴν 
ἄπληστον φαγών, σκότει δόσει (= 
δώσει) μὲ αἰωνίζοντι. Πρόστηϑει (= 
Πρόστηϑι), πρόφϑασον, ἄχραντε, 
λύτρωσαι του μεγάλου πτώματος. ἀπ᾿ 
ἄρτι δώς (= δός) [μοι] μετανοεῖν, 
ἄσπιλε καὶ ὑπέραγνε, κοίμησον τὴν 
ἐμπκάϑειαν τῶν λογισμῶν καὶ τῶν 
ἔργων μοῦ, δάκρυά μοι δίδου καὶ 
σύννοιαν καὶ κατάνυξιν, γλώττης 
σιγήν, μνήμην τῶν παϑῶν σοῦ υἱοῦ δι 
ὧν ἔσωσε βρωτοῖς (= βροτοὺς) ὡς 
εὔσπλαγχνος, ἐγρήγορσιν, εὐχήν, 
ταῦτα πάντα μετὰ ταπεινώσεως, οὐ 
κέκτημαι ἄλλην γὰρ σοῦ χωρίς, 
παναμώμηται (Ξ παναμώμητε), 
φρουρὸν ἄμαχον. διὸ (βο)γῦ καὶ 
πρόσχες δυσωπῶ, πάντων προσ- 
φύγιον, χριστιανῶν ἡ ἐλπίς, καὶ δός 
μοι [dv] ἥτεισα (= ἤτησα) ἐμπόνως ἐκ 
καρδίας, ἀπὸ τῶν ἀχράντων 
ϑησαυρισμάτων σῆς χρηστότητος". 


"The Only Virgin and Mother of 


the Saviour, save me, wallowed 
with my thoughts and feelings in a 
sea of passions and do not let the 
whole of me become a prey of the 
dragon, but resuscitate; I pray [You 
for this], the Lady who purified the 
soul and the body devoid of light 
and unclean. For if You, the 
Chastest, deprive me of Your care, 
by sending [me], the unworthy, 
away, then the serpent who 
overpowered [me} will rejoice at my 
ruin and having gorged [me] in his 
insatiable rage, will precipitate me 
into eternal darkness. Intercede [for 
me], do not be late, the Chaste, 
save [me} from the great perdition. 
Grant me to perform penance 
henceforth, the Pure and the 
Chaste, appease passions in my 
thoughts and deeds. Grant me 
tears, concer and piety, silence of 
the mouth, memory of Your Son's 
sufferings, thanks to which He, the 
Merciful, saved the mortals, [grant 
me} vigil and prayer. For all this [I 
beg You] with humbleness, for I 
have not acquired any other 
invincible guard but You, the 
Chastest. Thus I appeal: tum Your 
attention [unto me], You, the 
refuge of all, the hope of Christians. 
Grant me [favours] which I beg for 
with [my] heart suffering, out of the 
chaste treasures of Your 
kindheartedness". 


On the margins of fol.6 the following note in red colour written 


by the same hand can be found: 


" ἢ μ ~ ἃ , 
τὰ. μέσον τῶν EVTADIA ψαλομένῶν 


(sic) σημαδίων κόκινα γράμματα ἔστι στίχοι κατανυκτικοὶ εἷς τὴν 


ὑπεραγίαν Θεοτόκον, ψαλόμενοι (sic) πρὸς αὐτήν" 


-"The red-painted 


figures of the chanted signs here in the middle are the devout verses 
in honour of Our Lady, sung to Her". 

The above-mentioned text proves to be "Λόγοι παρακλητικοί" 
("The Words of Public Prayer"), addressed to Our Lady, a work by 
Markus Vlatis (Μᾶρκος Βλατῆς), a hieromonachos, who lived at the 
end of the XIV century. It has been a long time since Sophronios 
Eustratiades noted that Codex Lavra E 148 gave evidence of the fact 
that the quoted text by Markus Vlatis had been set to music by 
loannes Koukouzeles’. Hence, the material of “Greek 494" is proved 
by another manuscript. As shown by the publication of 
S.Eustratiades, the divergence between the text of "The Words of 
Public Prayer" in Codex Lavra E 148 and that of Greek 494 is very 
insignificant: "Μήτηρ tod ποιητοῦ pov, ayvy" ("the Chaste Mother of 
my Creator") in the opening sentence of the Lavra manuscript and 
"Mrtnp τοῦ λυτρωτοῦ" "Mother of the Saviour") in the Petersburg 
manuscript. 

Thus, it turns out that according to our manuscript, “The Great 
Ison" and "The Words of Public Prayer" were sung to one and the 
same music. Can this be a result of some confusion or fortuity? 
From that it appears that one and the same music is used for two 
different purposes: on the one hand, for mastering and learning the 
names of neumes and their melodic formulas, and, on the other 
hand, for chanting "The Words of Public Prayer’. Aren't the 
purposes in both cases too different? How can one and the same 
music material carry out functions so dissimilar? 

It might be interesting to note here that a similar coincidence of 
the music material was discovered by Gregorios Stathis in the 
manuscript of the first half of the XV century Codex Konstamonitus 
δό, fol.23-26v.: 


8 Εὐστρατιάδης Σ. Ἰωάννης ὁ Κουκουζέλης ὁ Μαΐστωρ καὶ ὁ χρόνος τῆς ἀκμῆς αὑτοῦ 7} 


EEB® 14,1938, 13-14. 
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"Λόγοι παρακλητικοὶ εἰς τὴν 
ὑπεραγίαν Θεοτόκον᾽ ποίημα 
Μάρκου ἱερομονάχου τοῦ Βλατῆ᾽ 
τὸ δὲ μέλος ἐστὶν ἀπὸ τῶν 
σημαδίων τῶν ψαλτῶν τοῦ 
Μαΐστορος κυροῦ Ἰωάννου τοῦ 
Κουκουζέλη. ἦχος α: "Μόνη 
Παρϑένε καὶ μήτηρ τοῦ ποιητοῦ 
μι. 


"The Words of Public Prayer 
to Our Lady; the work by 
Markus Vlatis, a hieromo- 
nachos, while the melos is by 
composed of signs for chanters 
by Master Ioannes Koukouzeles, 
echos first: "The Sole and the 
Chaste Virgin, Mother of my 
Creator”. 


μου ἁγνή 

As shown on the photocopy of fol.23 of the Konstamonitus 

manuscript, published by Gr.Stathis!®, the neumatic text, given 
there, is absolutely identical to the one of fol.6.of Greek 494. 
However, there is no text of "The Great Ison” ("Ἶσον, ὀλίγον, ὀξεῖα 
.) in Codex Konstamonitus 86; it contains only "The Words of 
Public Prayer", accompanied with notation of "the Great Ison”. 
Hence, the com- bination of the music material of "The Great Ison” 
with a sticheron to the text of Markus Vlatis is not a mere 
coincidence. 

In this connection I can inform the reader that in one of Peters- 

burg Codexes - Greek 126 (1491) - on folios 10-11v. are given 
"Σημάδια συντεϑέντα καὶ μελισϑέντα κατὰ παρὰ τοῦ μα(σ) τορος κὺρ 
Ἰωάννου τοῦ Κουκουζέληῃ <...> ἤγουν τὸ "Μονὴ Παρϑένε" exon 
παρὰ τοῦ ἐν ἱερομονάχοις κὺρ Μαρκοῦ tod Βλατῆ" - “The music, 
created and chanted by Master Ioannes Koukouzeles... that is, “The 
Sole Virgin", created by Markus Vlatis, a hieromonachos". However, 
only the text of “The Great Ison" is given here, whereas "The Words 
of Public Prayer" are missing (which is quite contrary to what is 
found in Codex Konstamonitus 86). Τὶ is noteworthy that in spite of 
this, the name of Markus Viatis, the author of the missing text, is 
still recorded in the manuscript. 

Thus, the connection between "The Great Ison” by Ioannes 
Koukouzeles and "The Words of Public Prayer" by Markus Vlatis has 
been proved by several sources. No doubt, other manuscripts of this 
kind will be discovered in future. 

True, there is a certain mystery here. Markus Vlatis and Ioannes 
Koukouzeles are generally supposed to have been contemporaries. 


Στάϑης Ip. Τὰ Χειρόγραφα ... A, 657 
10 Ibid., 659. 
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However, there are versions according to which the Great Master 
died about 1360 and Markus Vlatis still lived in the early eighties of 
the XIV century. As has been mentioned above, it has been accepted 
so far that "The Great Ison" was created by Ioannes Koukouzeles as 
a handbook the future chanters, who were chanting the names of 
neumes in certain melodic formulas, to remember both at the same 
time, so that the name of each neume could be associated with a 
certain melodic form. As a result - and I cannot but repeat it - the 
connection between "The Words of Public Prayer" by Markus Vlatis 
and the music of "The Great Ison" is bound to make us think over a 
most complicated question: how a music piece, conceived as a 
handbook for purely educational purposes, can fit a completely 
different text which is a piece of literature at that. Everything speaks 
of some enigma hidden here, which is to be revealed: whether a 
training chant had been the first to appear with the names of neumes 
to be intoned, the melody of which was later used for executing “The 
Words of Public Prayer" by Markus Vlatis, or, the other way round, 
at first the chant to the verses of Markus Vlatis had been created, 
and only then it was introduced into the training ptactice for 
intoning the names of neumes. This question is still to be cleared up 
to understand the logic of creating one of the most famous works of 
Byzantine music. 

Returning to the manuscript Greek 494, it should be noted that 
on the margins of fol.7v., where the striking combination of “The 
Great Ison" and “The Words of Public Prayer" ends, we can see a 
scholia written on the margins:"Se.vov ἡ μικροψυχία μὴ καρτερήσας 
yeveo Sat τὸ κόκινον (Sic) καλὸν ε <..>" - "Awful is the faint-hearted- 
ness of those who cannot stand the red beauty being executed..." 
Unfortunately, the end of this scholia is not readable as the left 
bottom edge of the last folio of our manuscript is torn off. "The red 
beauty” is likely to stand for the text of “The Words of Public 
Prayer", done in cinnabar. It is highly probable that the end of this 
scholia could have directed our search to the solution of the main 
enigma of Greek 494. 

Having completed "The Great Ison" and “The Words of Public 
Prayer", the scribe wrote in red colour "Xaipoic δέσποινα Θεοτόκε", 
and on the right side of the folio and on the left side of it he wrote 
"Δόξα σοι ὁ Θεός", 


4 3akaa N° 2443. 49 


21 eeEeEeEeEeEeEeEeEeEe 


At the very bottom of the last folio there are words in Russian: 
"Cemb (7) ΠΗΌΟΤΟΒ. bu6nvotekapb V.BpyKos" (“Seven (7) folios. 
Librarian [.Bytchkov"). 

Now let us acquaint ourselves with the text on musical theory of 
the first part of Greek 494. 

The text is given here in exactly the same way as it is given in the 
manuscript. I tried to keep the spelling and the punctuation of the 
original, as I am deeply convinced that only such publication of the 
text can reflect all its specific features, as well as the professional and 
cultural standards of the environment in which the text was being 
created and existed (the principle of publishing the other manuscript 
texts is the same throughout the book). 

_ The only deviation from the original exposition of the material in 
Greek 494 is caused by printing difficulties; thus, the brief notes on 
the margins of the manuscript are given in the comments but not in 
the text itself. 
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Cnr eee a a EET 


Codex Petropolitanus 
Graecus 494 


1. σὸν δ... ὀλίγον — ὀξεῖα," πετασϑὴ ed 
πετασϑοκούφισμα Ay πελασϑόν Y μ(ε)τ(ὰ) πνευ(μάτων) 
ἀνιόντων 
ἡψηλὴ L κέντημα Ν κεντήμ(ο)τ(α) δύο νὰ 
ταῦτα, οὔτε σώματα εἰσίν, οὔτε πν(εύμ)ατα΄᾽ 
5. χειρονομοῦνται δὲ μετὰ πάντων τῶν ἐμ- 
φώνων σημαδίων, καὶ λέγονται δαρτά᾽ 


σώματα κατιόντων ἀπόστροφος δ) δύο σύνδεσμοι )) 


πνεύματ(α) κατιόντων ἐλαφρὸν FY χαμιλη XK 

ἡ δὲ ἀπορρωὴ sf οὔτε σῶμα ἐστὶν, οὔτε πν(εῦμ)α᾽ 
10. ἀλλὰ ἔκβλημα τοῦ γουργούρου᾽ οἷον ἀ- 

πόφϑεγμα᾽ διὸ καὶ μέλος καλεῖται᾽ οὐχ 

ὡς σῶμα οὖσα it ὡς πν(εῦμ)α. ἀλλ᾽ ὡς φωνὴν 

ἔχουσα καὶ αὐτὴ κατιούσας τὰ σώμ(α)τ(α) ὁμοῦ 

μετὰ πνεύμ(ο)τ(α) χειρονομοῦνται οὕτως. 


15. Ισὸν 6... ὀλίγον a —\ ἕτερον δ δ \ ἄλλον ἐ- =f 


ἄλλη Ye {2 


, ---. sd 
καὶ ἄλλη v4 Ke πετασϑὴ ey SY ἕτερα ἐϑ. ἄλλη ἕξι 


lv. kat ἄλλη “Sey ἐνταῦϑα εἰσὶν τὰ κεχωρισ-- 


μένα on μάδια, σώματα 1(€) καὶ πνεύ- 
ατα, ἀργείαι τε καὶ ὑποστάσεις. 
Ερώτησις. Ποία ἀνιόντα σώὠμ(ο)τῴ(ο). ᾿Απίόκρισιο). Ε. 


4" 5] 


5. 


10. 


ins 


Ἐρώτησις. Ποίον καὶ ποίον᾽ ᾿Απίόκρισις). Ἄνευ 
τοῦ ἴσου @_ τὸ ὀλίγον .-- ἡ ὀξεῖα Y 

ἡ πετασϑὴ Ed τὸ πελαστὸν Ψ καὶ τὸ 
πετασϑοκούφισμα Ox . Ἔρώ(τησις). Πόσα 
ἀνιόντα πν(εύμ)ατα. ᾿Απίόκρισικς). Δύο᾽ Ἐρώιτησις. Tlotov 
καὶ ποίον. ᾿Απόκρισις. ‘H ὑψηλή Z 


καὶ τὸ κέντημα \ . Εἰσὶ δὲ καὶ κατι-- 
f , f χὰ & 2 , 
ὄντα σώματα δύο᾽ ἤγουν, ὁ ἀπόστροφος ) 
' ; 
καὶ οἱ δύο σύνδεσμοι >) . Εἰσὶ δὲ καὶ 
πνεύματα κατιόντα δύο. ἤγουν, 
ἡ χαμιλὴ Χ καὶ τὸ ἐλαφρὸν A ᾿ τὰ δὲ 
f af ? 2 ‘ af 
KEVTNMATA WA , οὔτε πν(ευμ)ατα εἰσῖν, οὔτε 


σώματα᾽ καὶ οὔτε κὕριεύωσιν, οὔτε κῦ- 
ριεύονται. διὸ οὐδὲ χειρονομοῦνται 


νὰ Νὰ 
εἣ all Y e> ie 


Μετὰ δὲ πάντων τῶν ἐμφώνων on- 
\\ 


μαδίων, λέγονται δαρτά. Ὁμοίως 
Kat) ἐπιρρωὴ Lf οὔτε σῶμα ἐστὶν, οὔτ(ε) 
πν(εῦμ)α᾽ ἀλλὰ τοῦ γουργούρου ὡς εἰπεῖν, 
κίνησις᾽ εὐήχως καὶ ἐμμελῶς τὴν 
φωνὴν ἀποπτίουσα᾽ λέγεται δὲ καὶ 
μέλος κυριέυη δὲ τὰ ἀνιόντα σώμ(α)τ(α) 
ry a 

COOK Y 
οὐχ ὡς πν(εῦμ)α οὖσα ἦ ὡς σῶμα᾽ ἀλ- 
λῶς φωνὴν ἔχουσα κατιούσας᾽ 
καὶ αὐτὴ 


» δὰ g 


“Ὅτι αἱ κατιοῦσαι φωναὶ κυριεύωσι 

τὰς ἀνιούσας, ἄνευ τῶν πν(ευμάτ)ων᾽ 

Ταῦτα καὶ μόνον εἰσὶ τὰ ἔμφωνα on- 

μαδία, ἐν τῇ παπαδικῇ τέχνῃ τὰ δ ἄ- 

λλα πάντα, εἰσὶν ἄφωνα. Εἰσὶ 

. δὲ καὶ ἀργεῖαι τρεῖς ἥμισυ᾽ ἤγουν, 

τὸ κράτημαν “Ee 1 δυπλή ZY καὶ οἱ δύο σύνδεσμοι )) . 
Τὸ δὲ τζάκισμαν Ψ ἔχει τὴν ἡμίσιαν. 


Περὶ τῶν ἑτέρων σχημάτων τὴν μεγ(ά)λ(ην) χειρο- 
νομίαν᾽ ἅ καὶ μεγάλαι ὑποστάσεις λέγονται. 


ZV. 


10. 


“ 


Opa. 


Ἴσον δ... παρακλητικὴ SE, κούφισμα ay 
ἀντικένομα “7 ἀντικενοκὕλισμα Wr 


κύλισμα ὩΨΦ λίγησμα 4). ἀπόδερμα Ὑ" 
γοργὸν [π΄ ἀργόν “Ἢ ξηρὸν κλάσμα γγ 


ὁμαλὸν ΓΖ τρομικὸν ΕΣ στρεπτὸν χ 
ψηφιστόν᾽ , βαρεία L κράτημα “-.-- 
ϑέμα ἀπλοὺν Oz ἐπέγερμα ΝᾺ, παρα-- 
κάλεσμα Ὶ ἕτερον at ϑὲς καὶ ἀπόϑες OH 
ϑεματισμὸς ἔσω Ay ἄλλος ἔξω GM 
σύναγμα 2 πίασμα \ τζάκισμα Ψ 

; \ 
σίσμα pS τρομικοσύναγμα ῷ ψη- 
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Ww 


10. 


φιστοσύναγμα fo τρομικοπαρακάλεσμα τῇ 


ἡμίφωνον Kr EvapEtc 2 χόρευμα ἡ ἀργο- 
σύνϑετον po ἃ φϑορὰ tod a ~OY ἤχου ᾧ» ἑτέρα τοῦ P~OP σ' 
ἄλλη τοῦ γοῦ o ἑτέρα τοῦ δ᾽ OV ᾧ τοῦ βου "΄- 4 καὶ τοῦ 
Vevavd, τοῦ λεγομένου οέφωζᾳ. 
Περὶ τοῦ δέματος tod νενανῷ, τοῦ λεγομ(ἐ)νί(ου) παρὰ ταῖς 
πέρσαις HZ J my 
Περὶ τούτου γοῦν τοῦ δέματος ἤχου τοῦ vevave. 
Ἐρώζτησγις "Τί ἐστὶ δέμα ὅ λέγεται σε ὑζων,, καὶ πῶς γίνεται 
δέμα᾽ 
καὶ διατὶ δέμα λέγεται. Απ(όκροσις) Τὸ μὲν δέμα τοῦ νενανῶ, 
οὐδέποτ(ε) γίνεται, ἄνευ ἐπιβολήν, πρώτου καὶ βου, 
ἐπὶ β ἐνούσης τῆς φωνῆς τοῦ α΄ OY” καὶ σὐγκρουσης 
τῆς φωνῆς τοῦ B~©Y, γίνεται ἐμπλοκῆ ὅστις 
λέγ(θὑτίαυ) σε Vee καὶ γίνετ(αυ) Ἰδιόρυϑμον μέλος τοῦ 
: νενανῶ 
Ἐρώ(τησλις Kat πῶς yiver(at) ἡ συμπλοκὴ αὕτη. 


Απί(όκρισις) Εἰ μὲν εἰς τὴν 
καλοφωνίαν ὅπου ὃ ἄν ϑελήσεις ποιῆσαι 


. νενανῷ, κρατῆς τὴν ἐπιβολὴν τοῦ ἐξ ἀρχῆς 


ἤχου᾽ καὶ καταπήξας ἴδιον κρέμασμα᾽ 

μετὰ τῆς συμπλοκῆς τοῦ AO” καὶ τοῦ βου, γίνεται 
νενανῶ᾽ ὅ ἑρμηνεύεται ἡδονὴ καὶ εἰ μὲν 

τρεῖς φωνὰς ἐξέλϑης᾽ ἤ ἀπ(ὸ) α΄ Οὐ ἤχου μέλος. 

ἥ ἀπὸ POY” F ἀπὸ ἄλλου ὅπου λάχης ἤχου. 

εἰ μὲν ἀνιοῦσαι εἰσὶν ὡς ἤχου βραχοῦ καὶ 
μελουργοῦ ἐπιτηδίως προχειρήσαι διὰ 

φωνῆς TOD νενανῶ᾽ καὶ γίνεται τό μὲν ἀπίὸ) 
ἐπιτιδιότητος ἤχου᾽ ἤ ἀπὸ ἐπιβαινούσης 

φωνῆς τὸ δε, ἀπὸ λαχούσης φϑορὰς᾽ 
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10. 


1.5. 


ὁμοίως καὶ ὁ νάος. Ὁ μὲν τρίτος νᾶος 

λέγεται, ἤτοι τὸ νανὰ. Συμπλεκόμενος δὲ ὁ y~OS 
μετὰ τοῦ πλ.α΄, γίνεται «ἰζῳ)ὼν ὃ λέγεται 
συμπλοκὴ καὶ διὰ τοῦτο ὁ πλάϊος πρώτου, 

νάος λέγεται ὁμοίως καὶ ὁ α φϑορὰ 

δὲ λέγεται Str ἐν ὅσῷ ψάλλεις τὸ κείμενον μέλος, 
φϑείρης ἐκ τῆς ὁδοῦ φωνὰς τρεῖς, καὶ 

λέγεται φϑορὰ διοτ() φϑείρεται τὸ κείμενον 
μέλος. 
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Ilepepox 


1.1. Vicon! δ᾽ onmroH wm OKCHA Y ΠΟΤΆΟΤΗ 65 


leTacTOKyHcMa2 Gy MemacTOH Y BMecTe c ΒΟΟΧΟΠΒΙΠΉΜΗ 


ΠΥΧΆΜΗ - ΗΜΠΟΜΠΗ Δ MW ΚΒΗΠΗΜΟΙ͂ \ . ΠΒΟΜΉΔΗ ΚΘΗΠΗΜΆ - 


\\ - HH Teo, HH Zyx?. ΧΗΡΟΗΟΜΗΡΥΘΤΟΗ͂ Κα OHA BMECTE 


Co BC€MH 3By4alllMMH 3HaKaMH H Ha3biBaeTca "ΠΆΡΤΑ ἡ. 
Cpeav HMcxogalHx [3HakoB] TenaMH (ABIAIOTCS| 


anlocTpo) ) HW JBOMHOM σοοπμηθηηριΐ [anocTpod] )) . 
CpenH HHcCxo_suHx [3HakoB] AyxamMH  [ABILAIOTCS] 


9ΠΆΦΡΟΗ 7#\ HW Χάμῆπη X . 


Annoppow xe f - HH Teo, HH yx, a HCMycKaHHe 
3aBbIBaHWA, Ἠδποποῦμε adopu3ma>. Tlostomy vu 3ByyaHHe 
(3Haka TaK] Ha3sbiBaeTca®. OH cylilecTByeT HH KaK ΤΌΠΟ, HH 
KaK yx, ἃ KaK [3Hak], caM MMeHOUIMH HMCXOMALLUMH 
HHTepBall. 

Tena COBMeCcTHO c ΠΥΧΆΜΗ XHpOHOMHpyloTcs Tak’. 


οοη @W ΟΠΗΓΟΗ δος apyroe [coemHHeHNe ὁ 


OMMTOHOM]® \ a μηος £ _/ u apyroe. / € 


OKcHA Pap mpyroe [coenvHeHHe c oKcneH] “A .Ξ 4 


\ ~~. 
uHoe Y &+*) ἡ Apyroe v4 Mii 
Ν᾿ 
ov wd 
Iletactu περὶ ) ἈΡΥΓΟΘ [coemHHeHHe c ΠΟΤΔΟΤΗ] -, 


HHoe Ee H Apyroe δός hs 


JI.1 οὔ. 3nech? ΟΥ̓ΙΠΘΟΤΒΥΙΟΤ 3HAKH, pa3feseHHbie (Ha ΓΡΥΠΠΒΙ]: 
Tella, AYXH, DIATebHOCTH HM HMOCTA3BI. 
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"1.2. 


Bonpoc CKOAbKO ΒΟΟΧΟΠΒΙΠΗΧ Tes? 

Omeem [lsarTb. 

Bonpoc Kaxue? 

Omeem be3 WcoHa @.. OMTOH «= OKCHA / 


NeTacTH 6. ΠΕΠΆΘΟΤΟΗ Y Ηὶ netacTokypucma!® ey . 


Bonpoc CKoNbKO BOCXODAMIMX DYXOB? 
Omeem Jiza. 
Bonpoc Kakue? 


Omeem Vincunu Δ uw keHauMa \ . CyllecTByeT Η aba 


ΗΜΟΧΟΜΉΙΠΗΧ Tella, TO eCTbh anocrpop ) H πβοἤηοΐ 
COCMHHEHHbIN f[anocTpod] >) . CyluecrByeT ἡ Ba 


BOCXOAAIMHX ΠΥΧᾶ, TO eCTbh xamMMIH XK ἡ Ξ3ΠΆΦΡΟΗ ΨᾺ 


[HpotHasa}] Ke KEHOHMa \\ - HH Ayx, HH Teno, HOO OHa HE 
pykKoBonuT Ἡ He pykospogutca!!. Tlostomy ona He 
xHpoHomupyetcs!2 


wan. ΩΣ 
ΕΝ ΣΝ 
ΒΜΘΟΤΕ CO ΒΟΘΜΗ 3BY¥alIHMH 3HaKaMH 


\\ 
ay λε- \ 
a. 
oHa Ha3biBaeTca “παρτα 15. 


AHasIOorHuHo [3TOMY ΠΡΟΜΟΧΟΠΗ͂Τ TakKxe]| c HNOppon ΓΚ. 
Ona - HH TeNO, HM AyX, a, KaK TOBOPHTCH, ABWKeHHe 
3aBbIBAHHA, HMcTopralowice FrapMOHHYHOe HW ΜΟΠΟΠΜΊΗΟΘ 
3syyaHnHe |4. WH ΜΗΤΟΡΒΆΠ [ee ΠΟΘΤΟΜΥ Tak] Ha3biBaetca. 
Ova pyKOBOJMT Barge ΠΗΣΙΠΟΝ ΠΝ, Tea MH, 

f 
EA kk Y 
[Η60] oHa cyllecTByeT HH Kak ΠΥ͂Χ, ΗΜ KaK ΤΕΠΟ, a [KaK 
3Hak], CaM HMelOWWHH HUCXOQAWINM ΜΗΤΘΡΒΑΠ: 


δι ty. ὸ 
χσχωκχ ᾿ 
Hucxonsiwe ΜΗΤΟΡΒΆΠΒΗΡΙΒ 3HaKH ΠΟΠΉΜΗΞΙΟΤ 
ΒΟΟΧΟΠΉΜΙΜΘ, ECM ΤΟΠΒΚΟ OHH He ΠΥΧΗ !°, 
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1.2 06 


# BompeKuh MpHHATLIM HOPMaM PyCCKOM"O A3bIKa pas COXpaHeHHA MY3bIKATBHO- 
TeopeTHYeCKOPO CMbICJIa OCHOBbI TEPMHHA 3eCcb HW Aalee ΟΥ̓ΠΘΤ ynoTpeGMATECA He 
“Oe3bIHTEPBAUIbHbIN”, a “Ge3HHTEPBaIbHbIit”. 


B nmamaaqWuecKoM HCKyccTBe [MCNONb3yIOTCA] TONbKO 3TH 
ΜΗΤΟΡΒΆΠΡΗΡΙΞ 3HAKH, ἃ BCE OCTaNbHbIe sABIAWTCA 
OeSHHTEPBAIbHbIMH® . 

CyluecTByloT TakKxke ΤΡῊ [607bWKe] BIMTeNbHOCTH [ἢ 
OfHa|] MOJOBHHHaA: KpaTHMa “@— JQHIMIH “,“ H Opa 


COeMHHEHHBIX [anocrpoda]!© >) . J3akucma xe ψ HMecT 
noNOBHHHyw [ΠΠΗ ΤΕ ΠΒΗΟΟΤΒ| 7. 


O ΠΡΥΓΗΧ 3HaKax ΒΟΠΗΚΟΙΠ ΧΗΡΟΗΟΜΜΗ, 
KOTOpbie ΗΔ3ΒΙΒΔΙΟΤΟΗ δΟΠΡΙΠΜ6 HnocTa3BI)8, 


ΟΜΟΤΡΗ: 


οοη ὅ.. napakiutukKH ὅτ xycucmal? @y , 


AHTHKCHOMa 7 AaHTHKEHOKHJIMCMa ‘yx KWIHCMa “Wy 


WMTHcMa 2 anojepMa “y= roproH F~ apron “Ἢ KCHPpoH 
K1acMa gy ΟΜΆΠΟΗ “FZ TPpOMHKOH AN CTpelToH ay 


ncu@uctoH |_f sapus ie KpaTwMa  -@—  TeMa 
ἉΠΠΥῊ “Oy, amerepMa ἃ  napakanecma 4 apyraa 
[mapakajlecMa| ᾷ Tec Ke anoTec @& ΤΟΜΆΤΜΟΜΟΟ 300 # 


Apyroh [TemMaTHcMoc] 3Kco 3,7 CHHarma Ζ mvacMa Ν 


A3aKHCMa υ CHCMa is TPOMHKOCHHarMa Ae 


ncu@yucTrocuHarma fo TpOMHKONapakanecma~2 τᾷ 


us ψῳ - $8 
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1.3. Ξ9ΜΗΦΟΗΟΗ K 9HaApKCHC 2. xopepMa CY 


aprocHHTeTou?! por propa’? nepsoro uxoca g& apyraa 
[pTopa] sBToporo [uxoca] x4 wHaa [ᾧτορα] tpeTpero 


[uxoca] > ΜΗΔῈ [ᾧτορα] ueTBeptoro [uxoca] SP [φτορα) 


BTOporo ΠΠΑΓΆΠΡΗΟΓΟ {uxoca] ΜΚ [propa] “HeHaHo"23, 


Ha3biBaeMand ϑέφωζη 


OO uxoce-CBA3Ke “HeHaHo", 


Ha3biBaeMoH NepcaMH 24 οἴφωξζῃ 


Bonpoc “to Takoe “"cBaA3Ka", KOTOpaA Ha3biBaeTcH 


YU Pay? Kak mosyyaetca ‘“cBa3ka" uw ΠΟΟΜΥ OHa 
Ha3bIBaeTCH "CBA3KOHN"? 

Omeem CpBa3Ka “HeHaHoO" ἩΜΚΟΙΠᾺ He Momyyaetca 663 
oxBata2> ΠΕΡΒΟΙῸ HW ΒΤΟΡΟΙῸ [Hxocos]. Korga_ BrTopoii 
[Hxoc}] COMepXKHT 3By4YaHHe NMepBoro Hxoca HM CTANKHBaeTCA 
co 3By4¥YaHHeM sBToporo [Hxoca], NonyyaeTca ΟΠΠΟΤΘΗΜΕ, 


KOTOpoe Ha3bIBacTCA XK 2U 2m , H o6pa3yetca oco6as dbopma 


Mejloca - “HeEHaHO’. 
Bonpoc A Kak Nosy4aetca camo coyeTaHHe [HxocoB]? 
Omeem Ecnv ΠΡῊ ΚΩΑΠΟΦΟΗΜΗ, TaM, re Thl 3ΞΩΧΟΊΘΠΙΡ 
CO32aTb ᾿ἩΗΘΉΔΗΟ", ΤΡΙ NPHAepXKHBAeLIbCA C HAaYaAIa OXBaTa 
Mxoca, yCTaHaBIMBad ocobylO 3aBHCHMOCTb- ΠΥΤΕΜ 
CILIeTEeHHA NepBoro u ΒΤΟΡΟΓΟ [HxocoB], TO MomyYacTcH 
1.3.06. "HeHaHO", KOTOpoe ΤΟΠΚΥΘΤΟΗ KaK HacnaxkgeHHe*®. Ecru 
Tb] MOMbIMaeWIbCA Ha TPH (OHH MHOO OT MeNOCa NepBoro 
Hxoca, NHOO OT Broporo, NHG6O OT [KaKoro-HHbyab} Apyroro 
Mxoca, KOTOPbI ΤΗ͂Ι BCTpeTHIWb, [HH] ecmM [HHTepBanbl] 
ABIAIOTCA BOCXOAALIMMH, YTOObI OT KpaTKOBPpeMeHHOrO Η 
MCKycHOrO HxX0OCa HawiexkauIHM oOOpa30M ΠΟΠΓΙΓΟΤΟΒΗΤΡ 
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«.“«--. 


SSS .. -ἰὔὐτπὐὐϑὐϑϑπὸοὔὐἱπσσσσα 


3By4aHHe "“HeHaHO", TO OHO fomy¥aeTch, C Οπηοΐ 
CTOPpOHbI, OT ΠΡΗΓΟΠΗΟΟΤΗ HWxoca WIM OT NMOBbILICHKS 
3BY4aHHA, aC Apyronu - OT BcTpedalouiehca ΦΤΟΡΡΙ. 

Tak xe [nmponcxogntT] uc "Haoc"2”, C ono ΟΤΟΡΟΗΒ, 
TpeTHi [uxoc] Ha3biBaeTcaA “Haoc", To 601» "HaHa"2®, ( 
ΠΡΥΓΟΪ Ke CTOpOHbl, TpeTHH [χοῦ], CBASAHHbIN C Nepsbiy 


ΠΙΠΆΓΆΠΡΗΡΙΜ, co3faeT %ZvZ% , KOTOpbIii Ha3bIBaetcs 


cruieTeHHeM. TlosToMy ΠΠΆΓΩΔΠΡΗΡΙΝ ΠΟΡΒΟΙΓῸ [Hxoc)! 
Ha3blBaeTcA "Haoc”. AH@IOrHYHO Ha3bIBaeTCA HW Mepsas 
dTopa, MOTOMy 4TO NOKa ΤΡ ΠΟΘΙ» YCTAHOBJICHHbIi 
MeylOcC, TbI NONYTHO pa3pylwiaelb [ero] Ha TpH douHu 
[Tlostomy}] ona Ha3biBaeTcA Topo, Tak kak (|b 
pe3yibTaTe] paspyluaeTca ycTaHOBIeCHHbIM MeJIOC. 


KoMMeHTapHu 


|| YUno6bl HE CO3ZaBaTb H3NMUIHHX THMOrpadcKHx TpyAHOcTeH, 
rpauyeckoe H306paxKeHHe K@KHOH HEBMbI 30eCbh UH Aatee 
nomellaeTcad ΠΟΟΠῸ ee HaHMeHOBAaHHA. B pyKOMHCH Xe HEBMbI 
pacnonoxXeHbl Haft CBOHMH ΗΔΞΒΔΗΜΗΜΜΗ (CM. COOTBETCTBYIOLIMe 
cTpaHHubl MOTOpenpovAyKUHH B KOHLE ΚΗΗΓΜ). 

KoHeYyHO, B cormacHM c mnocnesxyioulIM nepeyncneHveM 
HHCXOAALUHX 3HAKOB (CM.CTpo¥ky 7: σώματα κατιόντων), Hayao 
mepepoqa TeKCT€a MOXHO ObLIO NpeABapHTb TaKOH peMapKoH 
(ΞαΚΠΙΟ ΜΒ 66 B KBaApaTHble CKOOKH): “CpeaqH BOCXOAALIMX 3HaKOB 
TeNaMH ABIAIOTCSH.... OXHaKO YNOMHMHAIOWIHH Cc camMoro Hayana 
HCOH AHHYAMpyeT TaKylO BO3MOXHOCTb. 

2 Kak W3BeECTHO, 9Τἃ HEBMAa B aGCOMIOTHOM OOJIBLIIMHCTBE 
HCTOYHMKOB HMeHyeTca Mpocto ᾿κγῴμομοῇἥι. 

3. HanoMHW, 4TO DBOMHAH ΚΟΗΠΗΜΆ - ABOMCTBCHHbIN 3HaKkK. C 
OLHOH CTOPOHbI, OHA ΠΟΠΣΚΗΔ OTHOCHTLCH Καὶ ΤΟΠΆΜ, NOTOMY YTO 
o603HayaeT BOCXOAZAULYIO Ce€KYHAY, ἃ Cc ApyroHW - OHa, ΠΟΠΟΟΗΟ 
KNoppovw, B COe€AHHEHHH C APyFHMH HEBMa@MH OTMCHACT HX 
HHTepBaIbHOe 3HAYeEHHe. Takoe ce "“nNoBeaeHve” 2a10 OCHOBaHHe 
aBTOpy €AHOHHMHOrO TpakTaTa, COMepxailleroca B pyKonucH XVII 
Beka Codex Constantinopolitanus 811, ΟΥ̓ΠΒΠΗΤΡ ABOWHYW ΚΟΘΉΠΗΜΥ HU 
OT Tel, H OT ΠΥΧΟΒ: 


"τὰ δύο κεντήματα σημάδιον "3HaK ΠΒΟΜΉΗΟΪ ΚΟΗΠΗΜΒΙ - 
ἐστὶν οὔτε πνεῦμα, οὔτε σῶμα, HM YX, ΗΜ TeNO, ΜΠῊ Ke OH He 
ἤγουν οὔτε ὑποτάσσον, οὔτε ΠΟΠΗΜΗΜΟΜΙΗΜ HW He ποππ- 
ὑποτασσόμενον, ὡσαύτως καὶ ἢ HAEMbI, ΤᾺΚ 6 HW MMoppon, 
ὑπορροή, οὔτε ὑποτάσσει, οὔτε  [KOToOpaa] He ΠΟΠΎΜΗΞΟΤ HW He 
ὑποτάσσεται" (Thibaut J.-B.  ποπμηβοτοπι. 

Etude de la musique byzantine. 

La Notation de Saint Jean 

Damascene ou Hagiopolite) // 

Usnectua PAMK III, 1898, 164. 


Kak Mbl ΒΗΠΗΜ, /pex.494 cnenyeT τοῦ %Ke TeopeTHYecKOH 
ΤΡΆΠΜΙΜΗ W NOBTOpseT HW3NOXKEHHOE YTBEPKACHHeE ABAKIbI (CM. 
TaKKE: 1.2 06., cTpoukn 15-17). 

4. B Codex Barberinus Graecus 300 Taxxe yTBepxRaeTCH, TO 
OBoWHaA KeHHMAa WMMeHOBaNach Sapta : “ta δύο κεντήματα, ἅ 
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λέγονται Sapta (Tardo 151). B csoe sBpema JI.Tapao cyntan, 4To 
δαρτὰ He ΜΒΠΉΘΤΟΣ COOCTBEHHO MY3bIKYIbHbIM TEPMHHOM, a 60 ΠΡ ἢ 
CYLUCCTBOBaJ1 KOTMa-TO ero cCNelWanbHbIK ‘“HOTOrpadHyecknii’ 
CMbICJI, TO OH OKAa3aICA yrpayeHHbIM (T7ardo 151-152). OnHako 4 
ΠΟΞΒΟΠΙῸ cebe BbICKa3aTb NpennonoxKeHHe, ΤῸ O603HayeHHe Sapta 
(oT rnaronma δέρ(ν)ω - Κοποῦν, cmM.: Kpliapac “Epp. Λεξικὸ τῆς 
μεσαίωνικῆς Ελληνικῆς δημώδους γραμματείας. 1100-1669. Τόμος Δ. 
Θεσσαλονίκη 1975) ΠρΟΜΒΟΙΠΠΟ OT ΧΗΡΟΗΟΜΜΉΊΘΟΚΟΓΟ ΚΘΟΤΩ, 
ΜΟΠΟΠΡΒΟΒΑΒΙΠΘΙΟΟΠ ΠΡῊ Moka3e πβοβηοΐῆ KeHJHMbI. Kak 
ΗΞΒΘΌΤΗΟ, Β OCHOBeE ΜΗΟΓΗΧ XHPOHOMMYeECKHX XeCTOB JIexKaI0 
H306paxeHHe rpadPHKW HOTHDIX 3HaKOB (cM., HampHMep: Huglo M. 
La chironomie medievale // Revue de musicologie 49, 1963, 155- 
171; Hucke ἢ. Die Cheironomie und die Entstehung der 
Neumenschrift // Die Musikforschung 1, 1979, 1-16; Tepuman E. 
Bu3aHTHHcKoe MY3bIKO3HaHHe, 248-253). He uckiio4eHoO, 4TO ΠΡΗ 
*KecTe, HW300PpaKalOLUeM ABOWMHYW ΚΟΗΉΠΗ͂ΜΥ, NApoTONcaiT WAL 
MOMECTHK pe3KHM ΠΒΗΣΚΘΗΜΕΜ PpyKH "OTMecYa” B BOSLYXe Be 
HeOOIblIMe TOYUKH - KeHOMMbI (OT Kevtém - A KONO). OTcwaa, 
BO3MOXKHO, OHH H NMonyynnH Ha3sBaHHe δαρτά (“oGospaHHble’, 
“TOOHTEIe"). 

5. CKopee Bcero, 3Π60}» NOMpa3syMeBAeTCA KpaTKOCTb MHTOHALHH, 
ee CKATOCTb B MY3bIKQ/IbHOM BPCMEHH, TO H_ BbIpaxkacTca 
MOCpeACTBOM HEBMbI anoppon. 

6. ἀπορροή - 6yKBanbHO: ΠΟΤΟΚ, cTpys. Hepomonax ΓΆΒΡΜΗΛΣ 
(Gabriel 58, 225-227) no 3TomMy MNoBoay ΠΗΠΙΘΤ: 


"Ἢ δὲ ἀπορροὴ ποία ἐστὶ “Κακος »κ6 3By4uaHne 
φωνή; Καὶ yap ταύτην ἐκφέρομεν ΠΡΕΠΟΤΆΒΠΗΟΤ coOol anoppon? 
διὰ τοῦ γαργαρεῶνος ὡς ἄν τινὰ - [ocKkonpky MBI W30aeM ero 
ἀπόρροιαν, ὅϑεν ἀπορροὴ διὰ ΓΟΡποβοΐ τραχοοῦ, βαᾷποποῦμε 
τοῦτο". CTpyH, 43-3a 9ΤΌΓῸ [3Hak] 


Ha3bIBaeTCA anoppon . 


ΗΠ 3TOT TePMHH 3ΔΠΜΟΒΙΒΆΘΤΟΗ KaK ὑπορροή. 

OTHOCHTeJIbHO %Ke TONbKO YTO MpHBeACHHOFO OTPbIBKa 
ΓΑΒΡΗΜΠᾺ 3ameuy colemyrwluce. A He yBepeH, YTO B MaHHOM CJ1yyae 
φωνή HYKHO ΠΕΡΕΒΟΠΗΤΡ ein Intervallwert, KaK 3TO ΟΠΘΠΆΠΗ 
MpWcTHaH XaHHHK u Tepaa Βοπρῷραμ (Op. cit., 59). CopepuieHHo 
OYCBHAHO, 4YTO 3Π60» ΡΟ» HAeT He O6 HHTeEPBAIbHOM 3HadeHHH 
HEBMbI anmoppov, a ΠΗΠΡ O xXapaKTepe 3ByYaHHA HWHTepBaa, 
BbIPaKAeMOFO eW. 
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7, ΒΟ3Π6 sTOrO NpesNOXKEHHA CNpapa Ha ΠΟΠῊΧ PyYKOMMCH CTOHT 
peMapka Ση(μείωσ)αι (3aMeTb, OO6paTH BHHMAaHHe). 95ΤῸ NepBoe Μμ3 
TaKHX 3aMe4aHHH Β [pex.494, NocpeacTBOM KOTOporo NepenmvcuHK 
aKLICHTHpyeT BHHM&aHHe YYeHHKa Ha AeCHCTBHTCJIbHO BaKHOM H 
CNOXKHOM JIA NOHHMAHHA pa3gfeme y4eHHA O HOTAUHH - Ha Tak 
Ha3bIBaeMbIX ϑέσεις, TO ECTb ΗΔ COCMHHEHHH 3HaKOB. 

8. [IpunaraTesbHbIMH ἕτερος ἡ ἄλλος, CHeEMYIOULHMH cpa3sy xe 3a 
3HaKaMH, B MpOTeopHH ΟδΟΞΗΔΉΔΠΜΟΡ Ba ABSICHHA: WHOO Apyran 
pa3HOBHZHOCTb rpaduueckoro H300paxKeHHA OAHOTO HW TOMO xe 
3Haka, JIH60 ero HOBOe CcOoeqHHEHHe c APyrHMH HeBMaMH. B 
nepepoge A CTPeEMWICA OTPa3HTb ΚΑ ΠΕ H3 ΤΆΚΗΧ ΠΥ Δ6Β. 

9. To ecrb B HOTauHM. Haxogsmiasca cnpaBa BBepxy 71.1 οὔ. x 
yke BCTpeyaBUulasica HaM peMapKa Ση(μείωσ)αι, cya ΠΟ BCeMY, 
OTHOCHTCA K Havasy sTOTO pa3sgzena ΠΡΟΤΘΟΡΗΜ. 

10. OrcyrcTBHe B AAHHOM MepeyHCsIEHHH Te ABOMHOHM ΚΘΉΠΗΜΒΙ 
BNONMHE COOTBeETCTByeT OCOGOMY OTHOUWICHHIO Κα HeH (cM. 
KOMEHTapHH 3). 

\l| Kak H3BeCTHO, aKTHBHOM WH MaccHBHOM cpopMaMH ΓΠΆΓΟΠΟΒ 
κυριξεύω (ΓΟΟΠΟΠΟΤΒΥΟ) ἡ ὑποτάσσω (ΠΟΠΉΜΗΞΟ) rpedeckve 
ΤΟΟΡΟΤΗΚΗ YKa3bIBaIH ΒΒΑΜΜΟΟΤΗΟΙΠΘΗΜΗ ρΔ3ΠΗΜΊΗΡΒΙΧ HEBM MpH UX 
CO¢cMHHEHHH Apyr c ApyromM. ΟὙΜΤΏΠΟΟΡ, 4YTO "NOAYHHAWT' Te 
3HaKH, 3HAaYCHHE KOTOPbIX YUHTLIBACTCA ΠΡῊ BO3SHMKAIOUINX 
CO¢#MMHEHHAX. OTHOCHTeEIbHO Xe ΠΡΥΤῊΧ 3HAKOB, TepABLUHX CBOH 
ΜΗΤΕΡΒΆΠΡΗΒΙΒ NOKasaTeIH, NPHHATO GbviIo POBOPHTb, 4TO OHH 
“TIOAYHHAOTCA™. 

12, TipHBOMAUIMeECA 30eCb HOTHBI€ MpHMepbl ἩΠΠΙΟΟΤΡΗΡΥΙΟΙ, Kak 
ABOMHAaA KEHOMMa "NOAYHHHeT ceOe Apyrve 3HAKM (HCOH, ΟΠΉΓΟΗ, 
OKCHW, NeTacTH), TO ΘΟΤΡ AHHYIMpyeT UX HHTeEpBAJIbHOe 3HAYCHHE. 
MMeHHO K 3THM MPHMepaM OTHOCHTCA BHOBb NOABIAIOWAACA Ha 
ΠΟΠΗΧ pemapKa Ση(μείωσλ)αι. 

Ὅπηᾶκο cnenyeT OO6paTHTb BHHMAHME Ha Maron Ο OTpHLaHHem: 
οὐδὲ χειρονομοῦνται. Ero MoaBNeHHe 30e€Cb BOBONbHO CTpaHHo. 
OOlWeH3BeECTHO, 4YTO HEBMbI, OOO3HAYABLUIMe WHTepBasl CeKYyHAbI, 
ΟΟΠΆΠΆΠΗ XHpOHOMHeH, H MBOMHAaA KeHOHMa He 6bINa B 3TOM 
OTHOMWUCHHH WMCKMIOYEHMeM: “Excl γὰρ τὸ ἶσον, τὸ ὀλίγον, ἡ ὀξεῖα, ἢ 
πετασϑή, τὸ κούφισμα, τὸ πελασϑόν, τὰ δύο κεντήματα τούτων ἕκαστον 
ἰδίαν ἔχει χειρονομίαν" (Gabriel 52, 149-151) - "δο KaxkKobIM 43 ἨῊΧ 
~ HCOH, ΟΠΉΓΟΗ, OKCHA, NeTacTH, ΠΟΠΆΟΤΟΗ, ΠΒΟΜΉΔΗ KeHMMa - 
HMCE€T CBOW XHPOHOMHW". bonee Toro, "AAAOG γὰρ γειρονομεῖται TO 
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ὀλίγον Kal ἄλλως ἡ ὀξεῖα καὶ ἄλλως | πετασϑὴ καὶ ἄλλως τὰ Avo 
κεντήματα" (Ibid., 48, 1044-106) - “μαι xupoHomupyetca 
OJIMFOH, HHave - OKCHA, HHaye - MeTacTH ἡ WHaye - ABOMHas 
KeHouMa"’. ΠΟΘΤΟΜΥ camo no cebe yrBepxkaeHvMe, ΤῸ ΠΒΟΜΉΔΗ 
KeHOHMa HE XHPOHOMHpyeTcH, ΠΡΟΤΗΒΟΡΘῚΜΥ CBHACTEJIbCTBaM 
HCTOYHHKOB. MoxeT O6bITb, ΚΟΜΠΗΠΗΤΟΡ XOTe CKa3aTb, 4TO B TeX 
cayyaax, KOra ΠΒΟΜΉΔΗ ΚΟΗΠΗΜΑ CTOMT C ΠΡΥΓΉΜΗ 3HaKaMH ( τὸ 
€CTb TaK, KaK MOKa3aHO B NPHBOAAMICMCA 3fecb MpMMepe), TO OHH 
He XHPOHOMHpylOTcA, Tak KaK TepAlOT CBOE HHTeEpBabHoe 
3HayeHHe. OnHaKko pluralis AByX OOCyYXMaeMbIX BAaPHAHTOB CO3acT 
JIBYCMbICIMeHHYK CHTyallHio. BMecTte c TeM BCNMOMHHM, TO B 
cTpoukax 5-6 a. I c aHanormuHbIM cofepxaHHeM ΓΠΆΙῸΠ 
χειρονομοῦνται yNoTpebmseTca 663 OTPHWAHHA. 

He HCKIIOYeHO Takxe, ΤΟ 30€Cb YTO-TO HanyTal Nepenucuyk, 
H (pasa “διὸ οὐδὲ χειρονομοῦνται" MOKHa OTHOCHTBCA He Kk 
ΠΟΟΠΘΠΗΘΜΥ ΠΡΟΠΠΟΣΚΘΗΜΙΟ, NOCBALICHHOMY JBOHHOHW ΚΟΉΠΗ͂ΜΘΟ, a K 
MpeAbWAyUleMy, B KOTOPOM pe4b HET Ο ACHCTBHTCNbHO HE 
ΧΗΡΟΗΟΜΗΡΥΙΟΙΠΗΧΟΣ ΠΥΧΆΧ - ΧΆΜΗΠΗ Καὶ ΞΠΑΦΡΟΗΘδ. 


13. He ΒΠΉΘΤΟΗ ΠΗ 531 dpa3sa ὙΚΆΞΔΉΜΕΜ Ha ΤΟ, ἯΤΟ ΠΒΟΪΗΔ | 
KeHIMMa Ha3biBaeTcaA δαρτὰ ΤΟΠΡΚΟ Β ΟΘΟΘΙΜΗΘῊΜΗ Cc ΠΡΥΤΉΜΗ 


3HaKaMH (CM. KOMeEHTapHH 4)? 
Ι4 CM. KOMMeHTapHii 6. 
[5 3ro ΠΡΆΒΗΠΟ NoBTopeHo Ha ΠΟΠΗ͂Χ AMCTa: “Ση(μείωσλαι 


ὅτι αἱ κατιοῦσαι φωναί κυριευουσῖ (sic) τὰς ἁνιούσας, ἄνευ τῶν | 
πνε(υ)μ(ἀγτων" - “OOpaTH ΒΗΜΜΔΗΜΘ, 4YTO HHCXOAAMIMe HHTepsBall | 


PYKOBOAAT BOCXOAALUMMH, CCIM ΤΟΠΒΚΟ OHH He AyXH". 

6. 3necb Ha ΠΟΠῊΧ ΒΠΜΟΔΗΔ HOBaH peMapka: "Ση(μείωσγ)αι περὶ 
ἀργειων pey(a)A(wov)” - “O6paTH BHHMa@HHe Ha OONbIIMe ATHTENb- 
HOCTH . 

17 Ha 93TOM 3aBepmiaeTcH M3NOXKeHHE MepBoro §  paszzen 
TeopeTHYecKOH 4YacTH NpoTeopuH. Tenepb, o603peBac ero B LeJIOM, 
MOXHO YCTaHOBHTb OJHY XapaKTepHyio YepTy. OH COCTOMT H3 BX 
OTNCEIOB: NepBbId - OT NepBoH CTpouKH 41.1 40 NepBow cTpoyKy 41! 
06., a ΒΤΟΡΟΙ - OT ΠΕΡΒΟΙ oO ceMHaguaToH cTpouKH π.] οὔ. 
Ilpvyem ἩΔΟΠΙΟΠΒΘΤΟΙ 3HAaMEHAaTebHaA TeEHDEHUMA: OoNee ποπημῆ 
BTOpoKH ΟΥ̓ΠΙΒΠ comepKUT B cebe HeKOTopble NOBTOpeHHsA #3 
MepBoro. ΤΟ xOpoilo ΒΗΠΗΟ B CJIeEMYIOWIeM H3IOXKeHMH, yxe 63 
HeBM (ΟΠΕΒᾶ - oTZe LI, cnpaBa - @parmMeHTh! oTZeNa | ὁ UMdpaMl. 
yKa3bIBaloll4MH HOMepa CTpouek): 
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"ἐνταῦϑα εἰσὶν τὰ κεχωρισ-- 
μένα σημάδια, σώματα τε καὶ 


πνεύματα, ἀργείῖα τε καὶ 
ὑποστάσεις. 

Ἔρώτησι.. Ποία ἀνιόντα 
σὡματα; 


᾿Απόκρισις. S| 

Ἐρώτησις. Ποιὸν καὶ ποιόν; 

᾿Απόκρισις, Ἄνευ τοῦ ἴσου τὸ 
ὀλίγον, ἡ ὀξεῖα, ἡ πετασϑή, τὸ 


πελαστὸν καὶ τὸ πετασϑο- 
κούφισμα. 
Ἐρώτησι.. Πόσα ἀνιόντα 
πνεύματα; 


᾿Απόκρισις. Δύο. 

Ἐρώτησις. Ποιὸν καὶ ποιόν; 

᾿Απόκρισις. Ἢ ὑψηλὴ καὶ τὸ 
κέντημα. 

Εἰσὶ δὲ καὶ κατιόντα σώματα 
δύο. ἤγουν, ὁ ἀπόστροφος καὶ οἱ 
δύο σύνδεσμοι. 

Εἰσὶ δὲ καὶ πνεύματα κατιόντα 
δύο ἤγουν ἡ χαμιλὴ καὶ τὸ 
ἐλαφρόν. 

τὰ δὲ κεντήμα οὔτε πνεύματα 
εἰσίν, οὔτε σώματα καὶ οὔτε 
κυριεύωσιν, οὔτε κυριεύονται. διὸ 
οὐδὲ χειρονομοῦνται. Μετὰ δὲ 
πάντων τῶν ἐμφώνων σημαδίων, 
λένονται δαρτά. 

Ὁμοίως καὶ ἡ ὑπορροή᾽ οὔτε 
σῶμα ἔστιν, οὔτε πνεῦμα᾽ ἄλλα 
τοῦ γουργούρου ὡς εἰπεῖν, κίνησις 
εὐἤχως καὶ ἐμμελῶς τὴν φωνὴν 
ἀποπτυοῦσα᾽ λέγεται δὲ καὶ 
μέλος κυριεῦει δὲ τὰ ἀνιόντα 
σώματα, οὐχ ὡς πνεῦμα οὖσα ἤ ὡς 
σῶμα, ἄλλα φωνὴν ἔχουσα 


᾿κατιούσας καὶ αὑτή. 
S Ξ38κ83 Ν" 2443, 


7 ἔμ 
(1-2) ἴσον, ὀλίγον, ὀξεῖα, 
πετασϑήῆ, πετασϑοκούφισμα, πε- 
λασϑόν. 


(2-3) μετὰ πνευμάτων ἀνιόντων 
ὑψηλὴ [καὶ] κέντημα. 

(7) σώματα κατιόντων ἀπόστρο-- 
φος, δύο σύνδεσμοι 


(8) πνεύματα κατιόντων ἐλαφρὸν 
[καὶ] χαμιλὴ 


(3-6) κεντήματα δύο. ταῦτα οὔτε 
σώματα εἰσίν, οὔτε πνεύματα. 
χειρονομοῦνται δὲ μετὰ πάντων τῶν 
ἐμφώνων σημαδίων καὶ λέγονται 
δαρτά. 


(9--13) ἡ δὲ ὑπορροὴ οὔτε σῶμα 
ἐστιν, οὔτε πνεῦμα, ἄλλα ἕκβλημα 
τοῦ γουργούρου᾽ οἷον ἀπόφϑεγμα᾽ 
διὸ καὶ μέλος καλεῖται οὐχ, ὡς 
Phe οὖσα ἤ ὡς πνεῦμος ἀλλ᾽ ὡς 
φωνὴν ἐχοῦσα καὶ αὑτὴ κατιούσας. 
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CTaHOBHTCA OYEBHOAHbIM, YTO ΠΟΡΕΠΗΟῚΜΚ KOMMWJIMPOBAall Bech 
9TOT pa3qesl H3 ΠΒΥΧ OAHOTHMHbIX MpoTeopHH WIM Nake ΠΒΆΧΠΗ 
o6pallaicA Κα OMHOMY H TOMY Xe ΜΟΤΟ ΗΜΚΥ (CAHIWIKOM yx 67n3Ki 
MOBTOPAIOLUHeCA (parMeHThl). 

ἰδ Panom c 3TOH py6pHKOH Ha MOMAX OTMeYEHO: “Ση(μείωσχλι 
περὶ τῶν pey(A)A(wv) ὑποστάσεων" - “OGpaTH BHHMaHHe Ha Sombre 
MNOcTa3bl”. 

19) Oro He  eMHCTBEHHBIM cryyai, Kora KkydHcna, 
OTHOCAWIaAcA K rpyrine "Ten", noMellaeTcA B MepeyHe Sob 
vnocta3. B aHanorw4uHoM OKpyXeHHH OHA ΗΑΧΟΠΜΤΟΗ͂, HalMpHMep, ἡ 
B Codex Lavra 1656 (Tardo 222); cm. pa3sHouTeHHaA K JI.45 οὔ. 
pykonucn PAHK 63, onyONMKOBaHHOKW B HacTOAeH KHHIe, ἃ 
Takxe NepeBow STOO JIMCTa H ΚΟΜΜΘΗΤΆΡΜΗ K HEMY. 

20 Jina HarmAQHOCTH ΒΟ3Π6 3TOFO HaMMeHOBAHHA ΠΡΕΠΟΤΆΒΠΕΗ 
He TOMbKO CaM 3HAK TpOMMKONapakasIecMbl, HO H ero COCTABIA- 
}OLUHE - TPOMHKOH HM Mapakasiecma (CM. doTopenpodyKUHH). 

21 O6paTHM BHHMOHHe, YTO B KaTanore ΟΟΠΒΙΙΗΧ HMOCcTa3 [per 
494 oTCyTCTBYIOT σταυρός, γοργοσύνϑετον (HAM ἠχάδιν), οὐράνισμα, 
ψηφιστοπαρακάλεσμα. 

2. TloapneHHe B TeKCTe TepMHHa dTopa ΜΟΜΘΗΤΆΠΡΗΟ 
BbI3bIBAcCT HA ΠΟΠΗΧ peMapKy " Σκόπί(ε)ι τὰς φϑοράς", TO ECTb “cNedl 
3a Φτοραμῃ΄. 

HanoMHW, ἯΤΟ, ComacHOo onpeseneHHW ΠΟΟΠΟΠΗΘΙΓῸ ΒΡΙΠΑΙΟΙΙΟ- 
roch BH3aHTHNCKoro Metypra Manynsa XpHcada, 

"Φϑορά ἐστι τὸ παρ ἐλπίδα "Φτορα - ΗΘΟΧΗΠΆΔΗΗΟΘ ρδ3- 
φϑείρειν τὸ μέλος τοῦ ψαλλο- PYWIEHHE MeNOCa, MOJOLIETOCA 
μένου ἤχου καὶ ποιεῖν ἄλλο χοοδ, Ηὶ ΦΟ3ΠΆΗΜΟ Apyroro MeO 
ca, ἃ TakxKe YacTHYHaA ΜΟΙΥ- 
JIAUMA Ha HeKOTOpoe BpemsA 13 
nowuuleroca Hxoca Β Apyrol. 
3aTeM, MpH oOTMeHe- drToptl, 


λλό : , . BHOBb MoeTcA B ΟΒΟΘΗ͂ dopme ΤῸ} 
MPOWOAMOHEVOS ἤχος εἰς τὴν μχος, KOTOpBIM 3ByYa Npexue". 
ἰδέαν αὐτοῦ" (Manuel Chrysaphes - ait 

48, 218-222). 


TepMHH “dbTopa" ΠΡΟΜΟΧΟΙΜῚ oT rnaarona φϑείρω (YHHYTOXAN, 
pa3spyliaio). B TaKOM o603HaYeHHH 3aMeyaTieHa HOTOrpaduyeckas 
@yHKUHA 3TOrO 3HaKa, KOTOpbIM CNOBHO pa3pyulaeT MCXOHBIl 
ἤχου, HOO NOABIeCHHMe COOTBETCTBYIOULCH dTOpbl B HOTHOM TeKCTE 


μέλος καὶ ἐναλλαγὴν μερικὴν ἀπὸ 
τοῦ ψαλλομένου ἤχου εἰς ἄλλον 
δι ὀλίγου. εἶτα πάλιν, λυομένης 
τῆς φϑορᾶς, ψάλλεται ὁ 
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3HaMeHyeT NOABIEHHe HOBOTO Hxoca. OO 3TOM MNOBECTBYCTCA B 
NpoTeOpHH HECKOJIbKO HWE. 

23. Kak H3BECTHO, B MMaTOHHYECKOM pore (τὸ διατονικὸν γένος), 
cormacHo cHcTeme "“Koneca Kyky3ena" (Oo HEM cM.: Χρύσανϑος tod EK 
Μαδύτων, Θεωρητικὸν Μέγα τῆς Μουσικῆς, §§66-76), HCNONSOBAINCh 
CHERYIOWHE CONBMH3aUHOHHbIe ΟΠΟΓΜ: ΠΡῊ BOCXOAAMIEM ΠΒΜΣΚΘΗΜΗ 
- ἄνανες, Νεανες, Nava, Ayia, Avavec, ἃ ΠΡ ἨἩΜΟΧΟΠΈΙΗΘΜ - Ανανες, 
Neayie, Avavec, Neyeavec, Avavec. B xpomMaTH4ecKOM pose (τὸ 
χρωματικὸν γένος) OHM ΟΡΙΠΗ ΜΗΒΙΘ: ΠΡῊ BOCXOAALIEM ABYXKEHHH - 
Νεχεανες, Nevave, Νεανες, Νεανω, ἃ ΠΡῊ ἩΜΟΧΟΠΉΠΙΘΜ - Neyeavec, 
Nevavo, Νεχεανες, Nevavo, Neysavec. 

244 B3arnaAHYB Ha choTOpenposxyKUHO 9ΤΟΙῸ NMCcTa (1.3), ἩΜΤΆΤΕΠΡ 
Υ̓ΒΗΠΗΥ, YTO MEKAY YeTBepTOH HM WiecTOH cTpouKaMH, HalnycaH- 
HbIMM 4YEpHW1aMH, BTOpriach MATAaA CTpouka, BbINOMHeEHHaA KHHO- 
BapblO HM, CYAA MO BCeMYy, NOABMBIWAACA No3xe (HO HanvcaHHasr 
ΤΟΙ Ke pyKOH). Τὰ KpacHan CTpOKa H3araeT Ha3BaHHe HeGoNb- 
woro pazsgena “Περὶ τοῦ δέμ(α)τος τοῦ vevava, τοῦ λέγομ(ε)νίου) παρὰ 


ταῖς πέρσαις ϑέφωζ» - “O cBA3Ke ΗΘΗΔΗΟ, Ha3bIBAaeMOM MepcaMy 


“242% . TlockonbKy 3ΆΓΠΆΒΜΘ, MOBHAMMOMY, ΒΠΗΟΔΗΟ B pyKOMHcb 
no3xKe, TO OHO 4acTHYHO ΠΟΒΤΟΡΗΠΟ cogep-xKaHNe 5 (καὶ τοῦ 


VEVOLVW, TOD λέγομενου ZU 2a "- "KH He€HAaHO, Ha3bIBaeMOn ο(7 7. ") 


¥ 6 ( Περὶ τοῦτο γοῦν τοῦ δέματος ἤχου τοῦ νενανω" - “OG uxoce- 
CBA3Ke HeHaHO) ΟΤΡΟΚ. Β ΠΕΡΟΒΟΠΕ A ΟΠΥΟΤΗΠ BCe NOBTOPHI. 

CopepuwieHHO E€CTECTBEHHO, 4TO HaYasio Takoro BaXKHOFO pa3zgzena 
He MOrMo0 οδοΐτμορ 663 HOBOM peMapKH Σηί(μείωσλ)αι. 

25. He BbISbIBaeT COMHEHHH, YTO 3Π60} ἐπιβολή ynoTpeGrseTca 
B CBO€M O6bBIMHOM MpocTeHlieM 3HaYeHHH, B KOTOPOM 3TO 
CYLUECTBHTEIbHOE ΜΟΠΟΠΡΘΟΒΆΗΟ, HaMpHmep, B Codex Lavra 1656 
(XYII 85): "Καὶ τί ἐστιν ἐνήχημα; H tod ἤχου ἐπιβολή" (Tardo 215) - 
“UTO Takoe HacTpolika? - OxsaT μχοοδ". ΠΟΎΤΗ ΟΥ̓ΚΒΆΠΡΗΟ 3To 
onpeneneHve MpHBeleT HECKONbKO cCToNeTHH cnycTA XpucaHT 
(Χρύσανϑος. Θεωρητικὸν Μέγα ... 135, cHOcKa a): “Ἑνήχημά ἐστιν ἡ 
τοῦ ἤχου ἐπιβολή". XoTA B OCHOBHOM TekcTe (ibid) OH TonKyeT 
ἁἀπήχημα Kak "MOMTOTOBKy Hxoca" (“poetopacia TOD ἤχου". 

O apyrom 3HayeHHH ἐπιβολή οΜ.: Στάϑης Pp. Οἱ ἀναγραμματισμοὶ 
.. 94-96, 158. 


26 Pa3nen, NOCBALLEHHbIM dbTope vevave, B COuHHEHHH Manywia 
Xpucada Ha3biBaeTcs Tak: "Περὶ τῆς τοῦ vevavd γλυκυτάτης φϑορᾶς" 


(Manuel Chrysaphes 64, 490) - 


"O cnagyahuleh Tope HeHaHo". B 


TOM xe nyxe Manywa Xpucad BbICKAa3SbIBaeTCA H Maee: 


“Eoyatnv μὲν τῇ τάξει, πρώ- 
τὴν δὲ τῷ ἀξιώματι πασῶν τῶν 
φϑορῶν ὡς ἀποτέλεσμά τι καὶ 
οἷον μελιχρὸν καὶ εὔηχον μέλος, 
ὡς κρατίστην καὶ λιγυρωτέραν, 


μᾶλλον δὲ καὶ κυριωτέραν, 
περιφέρομεν τὴν τοῦ νενανῶ 
φϑοράν ..." (ibid.) 


"Ποοπεπηθῆ πὸ nopsaky, Ho 
ΠΟΡΒΟΗ͂ cpeAn ᾧτορ no μποοτο- 
MHCTBY, CJIOBHO MO HeKOeMy 
[cBoeMy] MeOTOUMBOMY pe3yib- 
TaTy HW 3BY4HOMY MeJlocy, No cue 
HM ΟΠΔΠΚΟΥΙΠΔΟΗΟΟΤΗ, a Takxe ΠῸ 
BaKHOCTH, MbI MIpHBOAMM dTopy 
HeHaHo’. 


AcHO, ΤΟ 3160» HOTHbIN 3HaK MTOPb] NOMHOCTbIO OTOXAECTBIA- 
€TCA CO 3By4aHHeM HXOCa, KOTOPbIN OH OGO3HAaYaeT. Takoe OTOXKIe- 
CTBIeHHe OYe€Hb YacTO BCTpeyaeTcAH B ΓΡΟΊΘΟΚΗΧ MY3bIKAaJIbHO- 


TCOpeTHYCCKHX HCTOUHHKAX. 


27 OTHOCHTeNbHO 59ΤΟΙῸ ΓΑΒΡΗΜΠ ΠΗΠΠΕΤ: 


"Ὁ γοῦν πρῶτος, ὡς εἴπομεν, 
ἔχει τὴν γνωριστικὴν αὐτοῦ ἰδέαν. 
ἔχει τὴν τῆς μεσότητος, ἔχει καὶ 
τὴν τῆς τετραφωνίας, ἔχει καὶ τὸν 
λεγόμενον νάον. ‘Anep ἅπαντά 
εἶσιν εἴδη τοῦ πρώτου καὶ οὐκ ἐν 


ἄλλῷ τινὶ εὑρίσκονται" (Gabriel 
76, 431-434). 


"ΠΕΡΒΒΙΪ χοῦ, κΚῶἂκ  Mbl 
ΟΚΔ3ΔΠΜ, ἩΜΘΟῚ ΟΒΟΪ᾽ OTNHYL- 
ΤΟΠΡΗΒΙΝ BH: OH ἩΜΘΟΊ [BHI 
WeHTpaybHOrTO MNONOXKeHHA, TEeT- 
padoHHyv, WH HMeeT TAK Ha3bl- 
BacMbIN “Haoc”. Bce 3To dopMdl 
nepsporo [nxoca], KOTOpbie He 
BCTpeyaloTcaA HH Β K&aKOM 
apyrom” (cM. Ttakxe: Gabriel 76, 
440-443; 80, 477-484). 


28. Y ΓΑΒΡΗΜΠΑ 9TAa MbICIb 3BY4HT TAK: 


"Τοῦ δὲ τρίτου τὸ ἤχημα 
λέγεται νανά, διὰ γοῦν τὴν 
>? FES f i 4 
QITlaV αὑτην λέγεται νᾶος διὰ 
τὸν τρίτον" 


(Gabriel 80, 484-485). 


“HactpowKa TpeTbero [Mxo- 
ca] Ha3biBaeTca "HaHa", M ΠῸ 
3TOH NMpwuHHe AIA TpeTbero 
[HxOoca] OHa Ha3bIBaeTCA "Haoc’. 


Fol. 1 


Translation 


The ison! @e_ the oligon — the oxeia / the petasthe 
e> the petastokouphisma? @y the pelaston Y together with 


the ascending spirits - the hypsele Δ and the kentema \ . 


The dyo kentemata ΝᾺ is neither a body nor a spirit?. It is 


cheironomized with all sounding signs and is called “the 
darta’4. 
Among the descending [signs] the bodies are the apostro- 


phos ) and the dyo joint {apostrophoi] >) . 
Among the descending [signs] the spirits are the elaphron 
ΓᾺ and the chamele X . 


The aporroe Γ᾽, however, is neither a body, nor a spirit, 
but emitting a howl, like the aphorism>. Hence the 
phonation [of the sign] is called so®. It exists neither as a 
body, nor as a spirit, but as [ἃ sign] having the descen- 
ding interval itself. 

The bodies together with the spirits are cheironomized in 
such a way’. 


The ison @_ the oligon δ —\ another [conjunction 


with the oligon|® \ oe another one £ —f and another 


one f XL. 


The oxeia + Pin , another [conjunction with the oxeia] 


~~ 
A ν» £ another one Ν ζ “5. and another one Sys A 
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Fol. lv. 


Fol.2 


v 
The petasthe oS , another [conjunction with the 


wd 
petasthe] δ. another BS and another one Way 


> 
Here? the signs exist divided [into groups]: the 
bodies, the spirits, the durations and the hypostases. 
Question. How many ascending bodies [there exist]? 
Answer. Five. 
Question. What are they? 
Answer. Without the ison δ... [they are] the oligon — 
the oxeia .~ the petasthe ¢> the pelaston Y and the 


petasthokouphisma!? ay . 
Question. How many ascending spirits [there exist]? 
Answer. Two. 
Question. What are they? 


Answer. The hypsele £ and the kentema \ . There are 


also two descending bodies, that is, the apostrophos ) and 
the dyo joint [apostrophoi] 5). There are also two as- 


cending spirits, that is, the chamele X and the elaphron (\ 


. The dyo kentemata ΝᾺ is neither a spirit, nor a body, 


because it neither guides, nor is guided!!. Therefore it is not 
cheironomized !2 


rm pat Y εν λ- 
together with all vocal signs 


\\ 
—\— ὰλ ε- \\ 
it is called “the darta"!3. 
The same [happens] to the hyporroe ἢ. It is neither a 


body, nor a spirit, but, so to say, a movement of howling, 
emitting a harmonious and melodious sound!*. And thus its 
interval is called [so]. It guides, the ascending bodies 
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Hee 


ae. fo 
-~eyxy 


{for} it exists neither as a spirit, nor as a body, but [as a 
sign] having a descending interval itself. 


> 
Lok ὁ 

The descending interval signs subordinate the ascending 
[ones], unless they are spirits!>. 

In the art of Papadike only these interval signs [are 
used], all other signs have no interval. 

There also exist three [big] durations [and one] half- 
duration: the kratema -g — , the diple sy and two joint 


[apostrophoi]'© )} . While the tzakisma w_ has_half- 
duration!’, 


Of other signs of the Great Cheironomia 
which are called the Great Hypostases!8 


Fol.2v Look: 


The ison ὅδ... the parakletike ἔπ, the kouphisma!? ey 
the antikenoma —7 the antikenokylisina ya the kylisma 


ες, the lygisma 2 ΝᾺ the apoderma ὙΠ the gorgon {τ 
the argon “ the xeronklasma gy the homalon ὝΩ the 


tromikon a) the strepton ve , the psephiston wf the 


bareia 2 the kratema -ge the thema haplun 7 ae the 


epegerma ae the parakalesma Ἔ another parakalesma i‘ 


the thes ΚΑΙ apothes @& the thematismos eso ~~ another 


[thematismos] exo =v the synagma L the plasma \ the 
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Fol.3 


\ 
tzakisma w the seisma 2% the tromikosynagma Ae the 


psephistosynagma fo the tromikoparakalesma2? τ 


the emiphonon SK the enarxis 3 the choreuma Cr the 


argosyntheton2! [% the phthora”2 of the first echos ὦ 
another [phthora] of the second [echos] rt another 


{[phthora] of the third [echos] > another [phthora] of the 
fourth [echos] ᾧ [the phthora] of the second plagal [echos| 
SF [the phthora] "nenano"23 called XJu3 


Of the link-echos “nenano", 
called %242% by the Persians?4 


Question. What is “a link", which is called οφωξῳ 2 How 


is “the link" formed and why is it called "link"? 

Answer. The link “nenano" is never formed without 
covering’? the first and the second [echoi]. When the 
second [echos] contains the phonation of the first echos and 
meets with the phonation of the second [echos], an 


interlacement arises, which is called *fv% , and a special 


form of the melos - “nenano" 15 formed. 

Question. And how does the very combination [of the 
echoi] arise? 

Answer. If in kalophonia in the place where you want to 
create "nenano” you keep on covering the echos from the 
beginning, thus establishing a certain dependence by 


interlacing the first and the second [echoi], you will get 
"nenano”, which is interpreted [as] delight2°. If you go 
Fol.3v. three phonai up from the melos of the first echos or of the 
second echos or of [any] other echos you come across, [01] 
if [the intervals] are ascending, to prepare the sounding of 
"nenano” properly from the short and skillful echos, then it 
is formed, on the one hand, because of the echos suitability, 
or because of the phonation rise, and on the other hand, 
due to the phthora you come across. 
The same [happens] to "naos"?’. On the one hand, the 
third [echos] is called "naos", that is, "nana"28. On the other 
hand, the third (echos], if connected with the first plagal, 


forms οζζω7» , which is called interlacement. That is why 


the plagal of the first [echos] is called "naos". The first 
phthora is called in the similar way, for while chanting the 
established melos, you destroy |[it] simultaneously by three 
phonai. [Therefore] it ts called the phthora, because [as a 
result] the established melos ts ruined. 


Comments 


|. In order to avoid printing difficulties the graphic represen- 
tation of each neume here and later is given after its name. In the 
manuscnpt, however, the neumes stand above their names (see the 
corresponding photocopies of the supplement at the back of the 
book). 

It is true that in conformity with the consecutive list of descen- 
ding signs (see line 7: σώματα κατιόντων) the translation of the text 
could have been preceded by the following remark (given in square 
brackets): "Among the descending signs the bodies are..." Yet this 
opportunity is eliminated by the ison which is given at the very 
beginning. 

2. As is generally known, the majority of sources refer to this 
neume simply as "kouphisma”". 

3. One should be reminded here that the dyo kentemata is a sign 
of ambivalent character. On the one hand, it should belong to the 
bodies, since it denotes the ascending second, but, on the other 
hand, in conjunction with other neumes (like the hyporroe) it 
negates their interval value. Such "behaviour" of the dyo kentemata 
allowed the author of the anonymous treatise, which is to be found 
in the XVII c. manuscript Codex Constantinopolitanus 811, to dis- 
criminate it both from the bodies and from the spirits. 

"τὰ δύο κεντήματα σημάδιον "The sign of the dyo 
ἐστὶν οὔτε πνεῦμα, οὔτε σῶμα,  kentemata is neither a body, ‘nor 
ἤγουν οὔτε ὑποτάσσον, οὔτε 4 Spirit; it is neither subordina- 
ting, nor subordinate, so is the 
hypporoe [which] neither subor- 
dinates, nor is subordinated”. 


ὑποτασσόμενον, ὡσαύτως καὶ ἡ 
ὑπορροή, οὔτε ὑποτάσσει, οὔτε 
ὑποτάσσεται". (Thibaut J.-B. 
Etude de la musique byzantine. 
La notation de Saint Jean 
Damascene ou Hagiopolite // 
Hs3pectua PAMK III, 1898, 164). 


Greek 494 apparently follows the same theoretical tradition and 
repeats the aforementioned statement twice (see also: fol.2v. fines 
15-17). 

4. In Codex Barberinus Graecus 300 it is also stated that the dyo 
kentemata was called δαρτά :"τὰ δύο κεντήματα, ἄ λέγονται δαρτά" 
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(Tardo 151). In his time L.Tardo did not consider δαρτά to be a 
musical term as such; he thought that its specific “notographic’ 
meaning, if it had ever existed at all, was lost (Tardo 151-152). 
However, I would venture a conjecture that the sign of dapta (from 
the verb δέρ(ν)ω - "I beat", see: Κριαρὰς Epp. Λεξικὸ τῆς μεσαίωνικῆς 
Ἑλληνικῆς δημώδους γραμματείς 1100-1669. Τὸμος A. Θεσσαλονίκη 
1975) comes from the cheironomic gesture, used to show the dyo 
kentemata. It is known that many cheironomic signs were based on 
the graphic representation of notation signs (see, for example, Huglo 
M. La chironomie medievale//Revue de musicologie 49, 1963, 155- 
171; Hucke H. Die Cheironomie und die Entstehung der 
Neumenschrift// Die Musikforschung 1, 1979, 1-16; Tepyman E. 
Bu3aHTHHckKoe MyYy3bIiIKo3HaHHe, 248-253). It is not impossible that 
while making the gesture of the dyo kentemata, the protopsaltos or 
the domestikos with a sharp movement of the hand "marked" two 
small dots in the air - the kentemata (from κεντέω - “I prick"). This 
may be the reason for them to have been called δαρτά 
(“ragged”,"beaten”). 

>. Most likely the brevity of intonation, its compression within 
musical time are implied here, which is expressed by the aporroe 
neume. 

6. ἀπορροή - literally: “a flow", “a stream". Hieromonachos 
Gabriel (Gabriel, 58, 225-227) writes about it: 

"Ἢ δὲ ἀπορροὴ ποία ἐστὶ "What kind of sound is the 
φωνή; Kal γὰρ ταύτην ἐκφέρομεν aporroe? - Since we emit it 
διὰ τοῦ γαργαρεῶνος ὡς ἄν τινα rough our windpipe, as if it 
ἀπόρροιαν, ὅϑεν, ἀπορροὴ διὰ Were ἃ stream, it is owing to this 
τοῦτο". that [the sign] is called the 

aporroe”. 

Sometimes this term is recorded as ὑπορροή. 

As to the above-mentioned passage from Gabriel's discourse, | 
would like to note that it is not undeniable that in this case φωνή 
should be translated as "ein Intervallwert”, in the way it was done by 
Christian Hannick and Gerda Wolfram (Op.cit.,59). It is quite 
evident that it is not the interval value of the aporroe neume that is 
meant here, but only the character of the interval phonation 
expressed by the aporroe. 

’, On the margins to the right of this sentence there is a note: 
Ση(μείωσγαι (take notice, pay attention). It is the first of the similar 
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remarks in Greek 494, by means of which the scribe attracts the 
pupil's attention to the most important and complicated part of the 
theory of notation, namely to the so-called ϑέσεις, that is, a 
conjunction of signs. 

δ In the protheory the adjectives ἕτερος and ἄλλος following the 
signs, denoted two phenomena: either a different variant of the 
graphic shape of one and the same sign, or its new conjunction with 
other neumes. [ἢ translation 1 tried to reflect both instances. 

Ὁ That is, in notation. The aforementioned remark In(petoo)a, 
placed to the right on the top of fol.1, is likely to belong to the 
beginning of this part of the protheory. 

10. The absence of the dyo kentemata in the given list of the 
bodies reflects the special attitude to it (see comment 3). 

1! Greek theoreticians are known to have expressed the relations 
of different neumes in combinations with each other by the Active 
and Passive forms of the verbs Kkuptevo ("I rule"), and ὑποτάσσω ("I 
subordinate”). Those signs were considered “to subordinate", the 
meaning of which was thought valid in the conjunctions to arise. As 
to the other signs which tended to lose their interval value, it was 
generally accepted to say that they "were subordinate”. 

12. The notation examples given here show the dyo kentemata 
“subordinating” other signs (the ison, the oligon, the oxeia, the 
petasthe), thus, in fact, annuling their interval value. It is to these 
examples that the remark Ση(μείωσ)αι, recurrent on the margins. 
Should be referred. 

However, one should pay attention to a verb with negation οὐδὲ 
yeipovopodvtar, for it is strange to see it here. It has been generally 
accepted that the neumes denoting the interval of a second had 
cheironomia and the dyo kentemata were no exception in_ this 
respect: "ἐπεὶ γὰρ τὸ ἴσον, τὸ ὀλίγον, ἡ ὀξεῖα, ἡ πετασϑή, τὸ κούφισμα, TO 
πελασϑόν, τὰ δύο κεντήματα τούτων ἕκαστον ἰδίαν ἔχει χειρονομίαν" 
(Gabriel 52, 149- 151) - "For each of them - the ison, the oligon, 
the oxeia, the petasthe, the pelaston, the dyo kentemata - has its 
own cheironomia". Moreover, “Ἄλλως γὰρ χειρονομεῖται τὸ ὀλίγον 

καὶ ἄλλως ἡ ὀξεῖα καὶ ἄλλως ἡ πετασϑὴ καὶ ἄλλως τὰ δύο κεντήματα" 
(ibid.,48, 104-106) - “Different is the cheironomia of the oligon. 
different is that of the oxeia, different is that of the petasthe and 
different is that of the dyo kentemata". Thus, the assertion that the 
dyo kentemata have no cheironomia is at variance with the evidence 
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of the sources. The compiler might have wanted to state that when 
the dyo kentemata are found with other signs (as shown in the 
aforementioned example), the latter are not cheironomized having 
lost their interval value. However, a certain ambiguity apparently 
arises owing to the pluralis of the variants under consideration. At 
the same time it is worth remembering that on lines 5-6 of fol.1 with 
the similar contents, the verb yeipovopodvtar is used without 
negation. 

It is not impossible that the scribe mixed up something here and 
the phrase “διὸ οὐδὲ yevpovopodvtat" should be referred not to the 
last sentence about the dyo kentemata, but to the previous one, 
which is about the chamele and the elaphron, the spirits that are 
really not cheronomized. 

13 Is not this phrase an indication of the fact that it is only in 
conjunction with other signs that the dyo kentemata are called δαρτὰ 
(see comment 4)? 

I+ See comment 6. 

15. This rule is repeated on the margins of the folio:"Zn(petos)ar 
ὅτι al κατιοῦσαι φωναί κυριευουσῖ (SiC) τὰς ἁνιούσας, ἄνευ τῶν 
πνε(υ)μί(ά)γτων" - "Νοῖς that the descending intervals guide the 
ascending ones, unless they are spirits”. 

6 A new remark is to be found on the margins here:"Ln(pstoo)ar 
περὶ apysiov μεγ(ἀ)λ(ων)" - “Note the great durations”. 

7, Here the exposition of the first part of the theoretical chapter 
of the protheory ends. Now, surveying it as a whole, we can 
determine one of its distinctive features. It consists of two sections: 
the first one - from the first line of fol.l to the first line of fol.lv., 
and the second one - from the first to the seventeenth lines of fol.lv. 
An interesting tendency is apparent here: the second section, being 
more complete, includes some repetitions from the first one, of 
which the following passage, already without neumes, 1s a good 
illustration (the left column is section I] text, in the right column the 
fragments of section I with the line numbers are given): 


"ὃ ~ δ} ‘ 
ἐνταῦϑα εἰσιν τὰ κεχωρισ-- 
ld f om f 
μένα σημάδια, σώματα τε καὶ 
ὸ , ‘ 
πνεύματα, ἀργεία τε Kal 


ὑποστάσεις. 
Ἐρώτησις. Ποία ἀνιόντα 
σώματα; 
᾿Απόκρισις. ε . 
Ἐρώτησις. Ποιὸν καὶ ποιόν; . 
Andx pions. Ἄνευ τοῦ ἴσου τὸ (1-2. Icov, ὄλίγον, ὀξεῖα, 


id Ul 
ὀλίγον, ἡ ὀξεῖα, ἢ πετασϑή, τὸ πετασϑὴη, πετασϑοκούφισμα, πε- 
4 , 

πελαστὸν καὶ τὸ πετασϑο-- λασϑόν. 
κούφισμα. 

ἘΕρώτησις. Πόσα ἀνιόντα 
πνεύματα; 

᾿Απόκρισις. Avo. 

Ἐρώτησις. Ποιὸν καὶ ποιόν; 

᾿Απόκρισις. ‘H ὑψηλὴ καὶ TO 
κέντημα. 

, , wn! A Ld f 

Fiot d& καὶ κατιοντὰ σώματα 
δύο. ἤγουν, ὁ ἀπόστροφος καὶ οἱ 
δύο σύνδεσμοι. 

᾿ , wl ἢ f 

E101 ὃξ καὶ πνευματα κατιόντα ι ; 
δύο ἤγουν ἣ χαμιλὴ καὶ τὸ [Καὶ] χαμιλη 
ἐλαφρόν. 

τὰ δὲ κεντήμα οὔτε πνεύματα 


(2-3) μετὰ πνευμάτων ἀνιόντων 
ὑψηλὴ [καὶ] κέντημα. 

(7) σώματα κατιόντων ἀπόστρο- 
pos, δύω σύνδεσμοι 


ὸ a 
(8) πνεύματα κατιόντων ἐλαφρὸν 


(3--6) κεντήματα δύω. ταῦτα οὔτε 
εἰσίν, οὔτε σώματα καὶ οὔτε σώματα εἰσίν, οὔτε πνεύματα. 
κυριεύωσιν, οὔτε κυριεύονται. διὸ χειρονομοῦνται δὲ μετὰ πάντων τῶν 
οὐδὲ χειρονομοῦνται, Μετὰ δὲ ἐμφώνων σημαδίων καὶ λέγονται 
πάντων τῶν ἐμφώνων σημαδίων, δαρτά. 
λέγονται δαρτά. 

Ὁμοίως καὶ ἡ ὑπορροή᾽ οὔτε 
σῶμα ἔστιν, οὔτε πνεῦμα᾽ ἄλλα 
τοῦ γουργούρου ὡς εἰπεῖν, κίνησις 


(9-13) ἡ δὲ ὑπορροὴ οὔτε σῶμα 
ἔστιν, οὔτε πνεῦμα, ἄλλα ExPAnpa 
τοῦ youpyovpov” οἷον ἀπόφϑεγμα᾽ 
εὐήχως καὶ ἐμμελῶς τὴν φωνὴν διὸ καὶ μέλος καλεῖται᾽ οὐχ, ὡς 
ἀποπτυοῦσα᾽ λέγεται δὲ καὶ σῶμα οὖσα ἤ ὡς πνεῦμα, GAA ὡς 
μέλος κυριεὺει δὲ τὰ ἀνιόντα φωνὴν ἐχοῦσα καὶ αὐτὴ κατιούσας. 
σώματα, οὐχ ὡς πνεῦμα οὖσα ἤ ὡς 
σῶμα, ἄλλα φωνὴν ἔχουσιν 
κατιούσας καὶ αὐτή. 
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It is evident that the scribe compiled this part from two 
protheories of the same type or even referred to one and the same 
source twice, for the repeated passages are very much alike. 

[8 There is a note on the margins near this rubric: "Ση(μείωσ)αι 
περὶ TOV μεγ(ἀγλί(ων) Lnoatacewv"-"Note the great hypostases”. 

19. This is not the only example of the kouphisma, which belongs 
to the group of “bodies”, being given among the hypostases. It has 
the similar setting, for example, in Codex Lavra 1656 (Tardo 222); 
see variant readings to fol.45v of RA/JC 63 manuscript published in 
the present book, and the translation of this folio with the comments 
on it. 

20 For demonstrative purposes this term is accompanied not only 
by the tromikoparakalesma sign, but by its components, the 
tromicon and the parakalesma, as well (sce the photocopy). 

δὶ One should be noted that in the catalogue of the great 
hypostases of Greek 494 σταυρός, γοργοσύνϑετον (or ἠχάδιν), 
οὐράνισμα, ψηφιστοπαρακάλεσμα are missing. 

42,As soon as the term "phthora"” appers in the text, it is 
immediately followed by a note on the margins: “ Σκόπί(ε)ι τὰς 
φϑορὰς", that is, "Follow the, phorai”. 

It should be reminded here that according to the definition given 
by the illustrious Byzantine melourg Manuel Chrysaphes, 

Φϑορά ἐστι τὸ nap ἐλπίδα "The phthora is a sudden ruin 
φϑείρειν τὸ μέλος τοῦ ψαλλο- Of the melos, of the chanted 
μένου ἤχου καὶ ποιεῖν ἄλλο echos, and the creation of another 
melos; it is also a partial and 
temporary modulation from the 
chanted echos imto another one. 
Then, with the phthora annulled, 
the echos, which sounded before, 
is chanted in its form again". 


μέλος καὶ ἐναλλαγὴν μερικὴν ἀπὸ 
τοῦ ψαλλομένου ἤχυυ εἰς ἄλλον 
δι ὀλίγου. εἶτα πάλιν, χυομένης 
τῆς φϑορᾶς, ψάλλεται ὁ προψα- 
λλόμενος ἦχος εἰς τὴν ἰδέαν 
αὑτοῦ" (Manuel Chrysaphes 48, 
218-222). 

The term “phthora" comes from the verb φϑείρω ("I min, 
destroy"). This meaning reflects the notographic function of this sign, 
which seems to be ruining the initial echos, for whenever a certain 
phthora appears in a musical text, it signifies the appearance of a 
new echos. This will be discussed in the protheory somewhat later. 
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23. As is known, in the diatonic genus (τὸ διατονικὸν γένος), 
according to “the wheel of Koukouzeles" system (see about it: 
Χρύσανϑος tod ἐκ Μαδύτων, Θεωρητικὸν Μέγα τῆς Μουσικῆς, §§66- 
76), the following solmization syllables were used: for the ascending 
movement - Avavec, Neavec, Nava, Ayia, Avavec, , and for the 
descending movement -Avavec, Newyte, Avavec, Neyeaves, ἄνανες.. 
In the chromatic genus (to χρωματικὸν γένος) they were different : 
for the ascending movement Neysavec, ‘Nevavo, Neavec, Neavo, for 
the descending movement Neyeavec, Nevavo, Neyeaves, Nevavo, 
Neyeavec. 

24. Looking at the photocopy of this folio (fol.3.), the reader will 
see that between the fourth and the sixth lines, written in black ink, 
the fifth line is done in cinnabar; it must have appeared later but was 
apparently written by the same hand as the fourth and the sixth 
lines. The red line gives the title of a small section: “Περὶ τοῦ 
δέμί(α)γτος τοῦ vevavo, τοῦ Ayou(s)v(ov) παρὰ ταῖς πέρσαις 


οἱ ζῳζων "-"Of the link “nenano “called {cx.70} by the Persians . 


Since this titke was apparently inserted into the manuscript by the 
scribe later, it partly repeated the contents of the fifth (καὶ τοῦ 
VEVAaVO, TOD λέγομενου K QU 2m -" and “ nenano", called ~$42%") and 
of the sixth ("Περὶ τοῦτο γοῦν tod δέματος ἤχου τοῦ vevavw"-"Of the 
link - echos nenano") lines. I left out all repetitions in the 
translation. 

It is quite natural that the beginning of this important section 
should have included a new remark Ση(μείωσλ)αι. 

25, No doubt, ἐπιβολή is used here in the usual primary 
meaning, for the noun was used, for example, in Codex Lavra 1656 
(XVIIc.): " Καὶ ti ἐστιν ἐνήχημα; H tod ἤχου ἐπιβολή" (Tardo 215) - 
“What is tuning ?- It is covering the echos". Some centuries later this 
definition would be repeated, almost to a word, by Chrysanthos 
(Χρύσανϑος. Θεωρητικὸν Μέγα ... 135, 135, footnote a): “"Ἑνήχημά 
ἔστιν H τοῦ ἤχου ἐπιβολή". Although in the main text (ibid.) he 
interprets ἀπήχημα as " the preparation of the echos " (“npoetoipacia 
tod ἤχου"). 

About another meaning of ἐπιβολή see: Στάϑης Tp. Οἱ 
ἀναγραμματισμοὶ ... 94-96, 158. 
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26 The section, devoted to the phthora vevavw in the work of 
Manuel Chrysaphes, is called "Περὶ τῆς τοῦ vevavé γλυκυτάτης 
φϑορᾶς" “ (Manuel Chrysaphes 64, 490)- " Of the sweetest phthora 
nenano". The style of Manuel Chrysaphes's further discourse is very 


much the same: 

Ἔσχάτην μὲν τῇ τάξει, πρώτην 
δὲ τῷ ἀξιώματι πασῶν τῶν 
φϑορῶν ὡς ἀποτέλεσμά τι καὶ 
οἷον μελιχρὸν καὶ εὔηχον μέλος, 
ὡς κρατίστην καὶ λιγυρωτέραν, 
μᾶλλον δὲ καὶ κυριωτέραν, περι- 
φέρομεν τὴν τοῦ νενανῶ φϑορὰν 
.." (ibid.) 


"The last in succession, but the 
first among all phthorai in virtue, 
as if due to [its] mellifluous effect 
and sonorous melos, and also due 
to its significance, do we give here 
the nenano phthora’". 


It is clear that the notation sign of the phthora is fully identified 
here with the phonation of the echos it denotes. This kind of 
identification is found not infrequently in Greek sources on musical 


theory. 


Ὁ γοῦν πρῶτος, ὡς εἴπομεν, 
ἔχει τὴν γνωριστικὴν αὐτοῦ ἰδέαν᾽ 
ἔχει τὴν τῆς μεσότητος, ἔχει καὶ 
τῆν τῆς τετραφωνίας, ἔχει καὶ τὸν 
λεγόμενον νάον. ᾿Απερ ἅπαντά 
εἰσιν εἴδη τοῦ πρώτου καὶ οὐκ ἐν 
ἄλλῷ τινὶ εὑρίσκονται" (Gabriel 
76, 431-434). 


27 Gabriel writes about this: 

"The first echos, as we have 
said, has its own distinctive cha- 
racter: it has [the character] of 
central position, of tetraphonia 
and has the so-called “naos". 
These are all forms of the first 
[echos] and cannot be found in 
any other echos". (See _ also: 
Gabriel, 76, 440-443; 80, 477- 
484). 


28 Gabriel expresses this idea as follows: 


"Τοῦ δὲ τρίτου τὸ ἤχημα 
ἃ ἢ ih 5 
λέγεται vava, διὰ γοῦν τὴν αἰτίαν 


αὑτὴν λέγεται νάος διὰ τὸν 
τρίτον" (Gabriel 80, 484-485). 
6 Sanaa 2443, 


"The tuning of the _ third 
[echos] is called “nana”, that is 


why for the third [echos] it is 
called “naos”. 
8] 


—_ 


[naea [1 


[ peKo-apaOckaa pyKonucb c CuHaar 


(Tpeueckas 497) 


Xopowio w3BeCTHO, 4TO CHHalcKHH NoNnyocTpoB MHOrHe 
CTONeTHA ObLI apeHOK NMOCTOAHHbIX CTONKHOBCHHH H KOHTAKTOB 
Pa3IMYHbIX KylbTyp. Flocne 3apoeBpaHuHs ΠΆΠΕΟΤΜΗΡΙ ΡΗΜΟΜ B 63 
romy H.3. 30€Cb BOLLIH B CONMPHKOCHOBeHHe ABE CaMOObBITHbIC 
LIMBHJIM3auHH - ApeBHeeBpeHickaa UW rpcKO-pHMcKan. Heckonbko 
ΟΥ̓ΡΗΡΙΧ cToneTHH nod npotekropatom Bu3zanTHHn (395-640 rr.) 
CMEHHJIMCh MHOFOBEKOBbIM apaOcCKMM FOCNOACTBOM, 4TO HW ΠΡΗΒΟΠΟ 
K €CTeECTBEHHbIM MH MOCTOAHHbIM CBA3AM MCXDY MYCYJIbMaHCKHM UH 
XPHCTHaHCKHM MMpamMu. He MHHOBaN 3TOH yYaCTH WH MOHACTbIpb 
CsBaTOH EkaTepHHbl, MOcTpoeHHbId Ha CuHae UMNepaTopoM 
KOcTHHMaHOM (527-565) B 527 rony. Ero ΚΜ3ΗηΡ» BCe ΒΡΟΜΗ 
HaxORWJlaCcbh B CONMNPHKOCHOBCHHH c apabcKOH UNBHIH3auHen 
(cToneTHee xO3HHHHYaHHeE KpecToHocuesp Β  XI-XII ΒΒ. 
CYLUeCCTBEHHO HHYero He H3MeHHIO). Kpome Toro, Bu3aHTHhcKas 
MMMepHA, ONeKaBLUaA 3TOT MOHACTbIPb, CAYKHIa ΦΟΡΠΟΟΤΟΜ 
XPHCTMAaHCTBa Ha BoctToke MW B CHJly reorpapuyecKHX YCNOBHH cama 
He ΜΟΓΠᾺ He OLLYWATb BIMAHHA apabckKoro Mupa. Ilocne nageHHs 
ΚΟΗΟΤΔΗΤΜΗΟΠΟΠῊ B 1453 roxy TklopKcKo-apaOckoe MaBNeHHe Ha 
rpeueckylO KyNbTypy ΟΤΆΠΟ peanbHOCTbW, C KOTOPOH HEeb3A ΟΡΙΠῸ 
He CUHTaTbCA. Tak CO BPeMeHCM ΒΟΞΗΜΚ ΟΠΟΣΚΗΡΙΜ WH BHYTpeHHe 
MOMBKXHbIN pa3HOA3bINHbIH = peNHIHO3HbIH KOHFIOMepat, rae 
XPHCTHAHCTBO WH MYCYbMAHCTBO He TONbKO NPOTHBOCTOAJIN Apyt 
mpyry, HO MW B3aHMOgeHCTBOBUIN. Cpeah ΜΗΟΓΜΧ CBHMeTesIbCTB 
TaKMX KOHTaKTOB MOXHO ykKa3aTb HW Ha ΚΗΜΓΟΧΡΔΗΜΠΜΠΠΘ 
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CuHaHCKOrO MOHACTBIPA, B KOTOPOM [peKOS3bINHbIe Η apavo- 
SI3bIUHbIC MATEPHAIbl HepeAKO ΒΧΟΠΗΠΗ B OO6uIMe KoZeKcBI!. 

XOTH B3aMMOMCHCTBHE STHX ΤΟΗΠΟΗΠΜΗ B cchepe MyY3bIKH elie 
ΠΆΠΟΚΟ HE H3YYCHO, BCe Xe cileyeT HANOMHUTh OTACJIBHbICe BECbMa 
3HAMECHATCJIBHbIC aKTbl, MOATBEPXKAAWWINe AKTHBHOCTb TaKiX 
KOHTAKTOB. Tak, Ha4YHHad c XIII-XIV BB., B BH3aHTHHCKON My3bikKe 
nowyuatoT WHpoKkoe pacnpoctpaHeHWe TaK Ha3bIBAaeMbie τὼ 
κρατήματα - OCOOble ΠΟΟΤΡΟΘΗΜΗ, BO3HUKUIHC KaK BCTABKH 8B 
MecHONeHHA, ἃ 3ATEM NMOAYYHBUIMe CaMOCTOATeIbHOe pasBHTHe’. 
Mospuynucb KpaTHMbl, HOCHUIMe HaMMeCHOBAHHA περσικὸν 
(MepcuacKoe), ἱσμαηλιτικόν (HCMaHMsI0BO) H ΗΜ ποποδηριδ.. 
CneoBaTesIbHO, ABTOpbl 3THX KpaTHM He CKPbIBQJIM MHTOHALIMOH- 
HbIX HCTOKOB CBOHX NPOH3BeReHHH. 

My3bIKWIbHad KYybTypa MOHacTbIps Caatoh ExKaTepHubi Oba 
CaMbIM TECHbIM OOpa30M CBA3aHa C MY3bIKOH Bu3aHTHH, a Mocs ee 
rHOeH - c My3bIKOH Tpeyeckou [IpapocnasHonh L[lepKsun, B J0He 
KOTOpOH ΠΡΟΠΟΠΊΚΩΠΗ pa3sBUBaTbcs] BH3aHTHWCKHWe MY3bIKAaJIbHbIC 
ΤΡΆΠΜΙΜΗ, compuKacawuiMech yxe HU Cc TwpcKo-apadcKoH 
KyJIbrypoH. TlostoMy HeT HHYerO ὙΠΗΒΗΤΟΠΡΗΟΓΙΓῸΟ B TOM, ἯΤΟ Ha 
NpOTAKEHHH AJIMTEJIbHOTO BPDeMeHH B μόπμοτεοκο MOHACTHIPSA 
Craton ExatepHub! cobupanucb NaMSTHHKH, 3anevaTmeBuHe Takie 
KOHTAaKTDI. [pereckan 497, co3qaHHas’ rme-To Ha pyGexe XIII-XIV 
BB., HRIACTCH ΟΠΗΜΜ H3 HX’, 

OTMeNbHbIe JHCTbI 3sTOH pyKonHcn (1-2 οὔ.) NmpeacTaBIAWT 
coboH cBoecobpasHyn — Ddilingua, B  KOTOpOH  He€KOTOpbi¢ 
TEOpeTHYeCKHE ΠΟΠΟΣΚΘΗΜΣ H3NOXKEHbI HE TOKO MO-rpeyecKH, HO 
HM Mo-apa6cKN (COOTBETCTBEHHO B ΠΒΥΧ cToN6uax)*. HMeHHO 370 
OOcTOATebCTBO ΠΡΜΒΠΕΚΠΟ K Heli BHHMaHHe XKaHa-Batucta TH60°. 


! Cm., Hanpumep: AHTOHMH. Ha Ξάπμοοκ cuHaitcKoro 6oromonbuta // TKA 1873, N 
3, 375, 403-404; ΚΟΗΠΆΚΟΒ H. Hyreuiccrsue na Cua B 1881 rogy. Osecc 
1882, 101; benetmesuu B. Onucanuve meecKHx pyKOIIMceM MOHACTBIPA CBATOK 
ΕΚΆΤΘΡΜΗΒΙ Ha Cunae. Τ.}: 3ameyaTesibHbie pyKonucw B OuGsIHOTeKe CHHaHcKor 
MOHACTLIPA HW CHHaey>KyYBaHHHCKOIO NowBopba (BR Kanpe), OnmncaHHble 
apXHMaHAputom [lopcpupuem. Cauxt-Iletep6ypr 1911, 611 u apyrne. 

Hoapo6uee οὖ 9ΤῸΜ cM.: Στάϑης Γρ. Οἱ ἀναγραμματισμοὶ ...(passim.) 
CM., HalpuMep: Στάϑης Pp. Τὰ Χειρόγραφα ... B, 379-380, 632. 
llateorpasuyecKoe OMMCaHHe 3TOM PYKOTIHCH CM. B ΜΩΠΔΗΜΜ: benewesuy B. YK3 
coy., 632. 
- Cm.: Oruyet UMnepatopcxoh πυνόπμηηοΐ 6uGNMOTeKH 3a 1883 roa. CaHkT- 
Iletep6ypr 1885, 162, N 108; Benemesny B. YxKa3. cou., 632. 
- Thibaut J.-B. Monuments ... 138. 
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OnHakO c TeX NOp OHA HE HHTepecoBana NCCeAOBATeNeH, WH TOJbKO 
HeCKObKO eT TOMY Ha3al A HanNcan Hebonbllyl ΟΤΆΤΡΙΟ, 
nocBALeHHywW /pex.497, B KOTOPOH KpaTKO OTMEeTH HeKOTOppble 66 
yepTb], NMooGewiaB B 6yayuleM ONYONHKOBATb TeEKCT pyKONHCH XH 
nolpo6Hee MpOKOMMeHTHpoBaTs ero’. MV sot ceiiuac 3. BbINONHAW 
coe OO€LUAHME. 

Pykonuch I[peyu.497 cocTouT M3 6 AMCTOB, MpHBe3eCHHbIx 
[lopbupwemM YcneHcKHM c bawxkHero Boctoka. Cenyac ona 
"oleTa” B TaKylO %e MArKyHO OGNOxKKy, Kak H 96.494: Τβερπᾶῃ 
6yMara WH OYEHb MSATKHH KapToH rosy6oro uBeTta. PasMepbl 3THX 
IHCTOB, ΠΗΗΙΘΗΗΒΙΧ BODAHBIX 3HaKOB, - 24,6 x 18. 

Ha nepBoM sMcTe pyKonucn pykow Tlopdupus YcneHckoro 
clenaHa ΚΑΡΔΗΠΑΙΠΗΔΗ 3anucp: “CuH(alicKni) Appodoy’. Toma Het”. 
OnHakO 20 CHX Nop He yalocb ycTaHOBHTb, H3 KAaKOrO CHHAHCKOrO 
KOMeKCa OH “ϑΚΟΠΡΟΠΡΗΗΡΟΒΆΠ᾽ 3TH 6 ΠΗΟΤΟΒ. 

MopmMy H310%eCHNA MaTepHana B [pexu.497 ΜΟΣΚΗΟ ONpeeHTb 
kak “Tpex¥acTHylo". Tlepspaa yacrb (17.1-3 06.) - ΤΡΔΠΜΗΜΟΗΗΔΒ 
προϑεωρία, HAYMHAIOWUAACA C OGbACHEHHA HHTEPBAJIbHbIX 3HAKOB H 
nepexonaAulaa 3aTeM K NMepeyNncNeHHioO ΘΟΠΒΙΙΗΧ ΜΠΟΟΤα3. BTropasa 
yacTb (10.4-6) - yuye6OHOe MecHOneHHe, co3qaHHOe No ΤῊΠῪ 
‘boibluoro HcoHa"” HoaHHa Kyxys3ens. Tpetba yactb (11.6-6 06.) - 
oObACHeHHE τὰ Evnynopata. Kaxkaad Μ3 3THX YacTeH HMeeT CBOH 
OMIMYNTeENbHbIC OGOOCHHOCTH. 

Ileppan, 6e3ycNOBHO, MpHBIeKaeT CBOHMH apa6cKHMH 
napauienaMHv”?. ApaOcKuH NepeBOAYHK OCTaHOBHJI CBoe BHHMaHHe 
Ha CaMbIX OOLUHX MONOKXEHHAX TEOPHH HOTAUWHH. 3SHAKOMACh C ero 


- Yepuman EE.  I[peko-apa6cKkaa MYy3bIKWZIbHO-TeopeTHYecKad ΡὈΥΚΟΠΜΟΒ. 
IipeagnaputetbHoe cooGuenve // My3bikawibHaa kyJIbTypa CpeHeBeKOBbA. 
Teopua. Mpaxruka. Tpagmuna. - “Tipo6nempt My3biko3HaHHA". Born. I. Pegaxtop- 
coctaswTetb B.KapuoBHuK (JleHHHIpaackHH PocylapcTBeHHbIN MHCTHTYT TeaTpa, 
MY3bIKH H KAHeMaTorpadun uM.H.K.Yepxkacosa). Jlenuurpan. 1986, 51-61. 

ὅς Umenuo Tak: ΠΕΡΒΆΗ OyKBa H3 pyCckoro ἈΠΦΑΒΗΤΑ, ἃ OCTATbHbIe - M3 Meyeckoro. 

I _g 6narolapeH MHOFoneTHemMy coTpyZHHKy PHB, Aokropy dunonormyecKux Hayk 
Buktopy BaatumMuposHyy JleGemesy 3a NepeBos apaSoA3bMIHbX ΦΡΆΓΜΘΗΤΟΒ (OHH 
OnyQGIMKOBAHbI alee, NMapwulesIbHO C MOHM MepeBOM0M TpekecKOTO TeKCTa) H 
HayYHOMy cCOTpyMHUKy Tlerep6yprckoro ᾧμπμᾶπα WUucrutyta_ Boctoka 
Poccuickow AkKanemMuuw Hayk Mapty Βορμοοβμὴν Kongzpatbesy, ΠΟΠΘΠΗΒΙΠΘΜΥΟΆ 
CO MHOH CBOMMH cOoo6paxeHHAMH Ὁ CTWIMCTUYeCCKHX ΜΗ TEPMHHOJIOTHYCCKHX 
oco6eHHOCTAX apaGcKoro TexcTa (ero HAGA ACHHA HW ChIMPPAIM OCHOBHY!O POllb IA 
ΦΟΡΜΗΡΟΒΔΗΜΗ͂ M3NOKeHHOrO 3fech ΜΗΘΗΜΗ͂, ΚΑΟΔΙΟΠΙΘΙΌΟΗ apaOos3bMHbix 
OTPbIBKOB pyKONHcH). EMy xe 3. OGA3QH M Mpo¥TeHHeM TIOPKCKOM ΞΆΠΜΟΜ Ha 
O2HOM M3 ΠΗΟΤΟΒ PAMK 63 (cm. sactTb IJ, masa 1, cHocKka 6). 
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TeKCTOM, MOXKHO Yy3HaTb, 4TO B apaboa3bIyHOH cpeme (Kak ἡ 5 
rpeKOA3bINHOH) MponcxoKAeHHe BH3aHTHHCKOH HOTOrpadun 
CBA3bIBaNIOCh C HMeEHeM HoaHHa JlamMackunHa (Bcex, KTO Nonb3yetca - 
3TOH HOTAaUHeh MNMepeBoqYHK Make MUMeHyeT “aMaCKHH Lamu’), 
Muyya geTanw WM, KOHe4HO, ONyckad TpaHCKpHNUMM rpeyecknx 
Ha3BaHHH HEBM, ὩρΡαδοκμῇῆ NepeBoa4HK Ha Π.Ϊ CTpeMHTCA NOSACHHTD 
MeHCTBHe ΓΠΑΒΗΘΜΙΗΧ 3HaKOB HOTaUHH - HCOHa, ΟΠΉΓΟΗΔ, 
anoctpoda. Hackonbko 4 ΜΟΙΓῪ CYMHTb, OH MOCTATOYHO Nerko 
MpeicTaBHl CBOHM 4HTaTenaM ONHTOH HH amocTpod = kak 
“BOCXOAALUHH" WW "“HMCXOAAWIMA" 3HakH. OgHaKo y Hero sBHO 
BO3HHKJIH CJIOKHOCTH C ale KBaTHbIM MepeBOOM “HCOHA’. 

Tonkya "HCOH" Kak mustamidd (6ykBanbHO: ππηταπρημῇ, 
NpOTAXKCHHbIN), OH, KaK ΒΗΠΗΟ, MpesnonaraeT, 4TO B CO3HAHHH 
4YHTaTeIA ΒΟΒΗΜΚΗΥΤ accouwaliWH Cc HeEKHM ΠΡΟΤΏΧΚΗΡΙΜ ἡ 
ἈΠΜΤΟΠΡΗΡΙΜ 3BYKOM, BO3MOXKHO, MpOMO/DKaIOLUHM JUJIMTCJIbHOCTS 
NpeAWecTBYIOWerO H ABIAIOWIErOCA HEKOM CpeaHHHOH TOUKOH, 01 
KOTOPOH ME€JOAMYeCKOe ABHXKeHHe ΜΠΕῚ BHH3 Ἡ BBepx. []papza, 
x*Kellad N€peBeCTH 3HA2MEHHTOe NONOKEHHE TEOPHH BH3AHTHHCKOH 
HOTallHH, ἯΤΟ HCOH - "Hayao, cepemHHa, KOHELL HW CHCTEMa BCeX 
BOCXOAALUHX WH HHCXOAALIHX 3HAKOB, OH ABHO ΠΥΤΔΕΊΤΟΩΗ. 
Ilonyyaetcs Tak, 4TO Δραδοκμἥῆ TeKcT CNOBHO "KpyxXKHT" BOKPyT H 
OKOJIO COAe¢pKaHHA rpeyecKoro HCTOUHHKAa, HO He NepesacT ero 
ΓΠΆΒΗΟΓΟ CMbIicyIa, Kacalolleroca ΜΟΟΗΔ. BmecTe c TeM, B HEM 
CaMbIM TLUATEJIbHbIM O6pa30M ΠΟΞΟΗΒΘΤΟΙ, τὸ mustamidd, obNnaias 
3By4uaHHeM, He COepxKHT garar. Ecnw nox 3THM TeEPMHHOM 
apaOcKHH MepeBOMYHK NOHHMan "HHTepsat", TO Tora ero 
TOJIKOBAHHE COOTBETCTBYeT CYTH HCOHa. OnHaKo HapsAay C 3STHM ΜῈ 
4uHTaeM: “Ho ec MbI MOMbITAeMCA MCCNEMOBATh MeENOMHH, TO He 
OOHapyXHM B HHX garar - HM B NOBBILLCHHH, HH B ΠΟΗΡΨΌΚΘΗΜΗ, ἃ 
TOAbKO ΠΙΜΤΟΠΡΗΒΙΜ 3ByK". Bo3MOxXHO, 3TO TaKKe HE COBCEM 
ὙΠ ΗΔΗ MOMbITKa OMMCaTb CMbICA WCOHA. 

HanpaulMBpaetca mpexqnonoxeHve, 4To apa6bcKHH NepeBOUHK 
Boobie He Obl] My3bIKAHTOM. HeTpyqHO OTMETHTb, TO OCTaJIbHbIC 
apaOcKHe dparMenTpi [pex.997, He 3aKnOYaloUlHe B cebe ΟΠΟΣΚΗΟΓΟ 
MY3bIKQIbBHO-TeOpeTHYeCKOrO CMbicNa, 6yKBAIbHO CIEMYIOT 3a 
COOTBCTCTBYIOLWMMH pa3zhelaMu rpeyeckoro TeKcTa. A TaM, re 
HYXHO O6OblIO MpOABHTb XOTA Obl MHHHMaIbHOe MOHMMAaHHe 
HOTOrpaduueckoro CMbIcCNa McoHa, apaGcKnH NepeBoaYHK 3aMeTHO 
yTaetcs ἡ “OnyxKaaerT". 
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Bbonee TOTO, KaKeTCA, ἯΤΟ OH M36eraeT NepeBOAHTL cyrybo 
TeopeTHyecKve pa3zgzenbi. C 3TOM ΤΟΚΗ 3PpeHHH HWHTepeceH absall, 
H39IOXE€HHbIN HA ΠΟΟΠΟΠΗΜΧ cTpouKax 1.2. Tam, roe B rpeyecKom 
TeKcTe OGbACHAWTCA JOBOJbHO CJIOKHbI€ B3aHMOOTHOLICHHA 
MeXTY 3HAKAMH ΠΡῊ pa3iIM4YHOM MONOXKeHHH TeJl H ΠΥΧΟΒ B HOTHOM 
TekcTe, apaGcKana Napannenb ΠΗῚΠΡ OFpaHH4MBaeTcA ΡΟΠΜΓΜΟΞΗΒΙΜ 
MOTHBOM, ἯΤΟ ᾿ΠΥΧ ΠΟΠΟΟΘῊ Waplo, a Teylo - cryre" HW 1.π. τὸ 
TaKXKe MOATBEpPXKAaeT, YTO apaObcKHH NMepeBoq4HK BpPAD JIM ObUI 
My3BIKAHTOM-MpodeccHOHayiIoM. He wWcKIOYeHO, 4YTO HM CTA 
HeKHH apaO-xpHcTHaHHH, a6cOMIOTHO JIMWCHHbIM = KaKHx-1H60 
MY3bIKQIbBHbIX MO3HAHHH, HO 3HABLUIMH rpeyeCcKHH s3bIK ἡ 
KeaBIUMH CMOCOOCTBOBaTbh pacmpocTpaHeHHW XpHCTHaHCKOH 
MY3BIKA cpeaqH apabos. MMeHHO 3TO MOrNO NOABHMTHYTb ero Ha 
nepeBod ΗΘ ΚΟΤΟΡΡΙΧ (bparMeHToB [pey.497. 

Bo3MOXHO 4H elle OHO NpennonoxeHHe. PacnonoxeHne 
rpeyecKoro M apaGcKOrO TeKCTa B PYKOMNHCH CBHICTeCJIbCTByeT O 
TOM, 4TO OHH CO37aBaIMCbh OMHOBPeMEHHO. Bo BCAKOM CJryyae, TOT, 
ΚΤῸ ΠΗΟΔΠ rpeyecKHH TeKCcT, pacnonaran ero Tak, 4TOObI cnpaBa 
MOXHO O6bINO 3anHncaTb apaOcKHH nepepogd. TIlostomy snonHe 
BO3MOKHO, ἯΤΟ MocweaqaHHH ObIN co3qaH TeM Xe TrpeyecKHM 
MHCLWOM, 3HAKOMBbIM C apaOcKHM A3bIKOM. OnHaKO ero ΠΟΒΟΠΡΗΟ 
OrpaHHYeHHble ASbIKOBbIe BOSMOXHOCTH He ΠΟΞ3ΒΟΠΗΠΗ MO-apa6cKH 
ACHO ONMNHMCAaTb TO, 4YTO ObINO OOCTOATeENLHO MOMAHO MO-rpeyeckH. 
Πγμᾶκυ, 4TO H 3Ta rHNoTe3a HMeeT NpaBo Ha CylecTBOBAHHe. 

Bropax uactTb [peu.497 TakxKe He MOXKeT He 3aHHTeEpecoBaTb 
ACTOPHKOB BH3aHTHHCKOM MY3bIKH. Ona ΠΟΚΏΆΞΡΙΒΔΟΤ, TO B 
MY3bIKQIbHOM TpakTHkKe ObITOBaIO He TOAbKO OAHO-eHHCTBEHHOE 
yue6Hoe MeCHOMeHHe, H3BECTHOe NOX Ha3sBaHHeM ᾿ΒΟΠΡΙΠΟΙ͂ ΜΟΟΗ 
H Mpumucripaemoe ἤἤοδηην Kyxkysento. Tlocne 3HaKOMCTBa Cc 
[pex.497 Bo3HMKaeT yOex%xXACHHOCTbh B TOM, ἯΤΟ TaKHX OOpa3loB 
MOTO CYHIECTBOBaTbh ZOCTaTOYHO ΜΗΟΙῸ, WH H3IOKCHHbIH B ITOH 
pykonucen "Bonbuloh MCOH" ABIAeTCA ODHHM H3 HHX. ΟὉΠΗΔΚΟ C 
TEYEHHEM BPeMeHH HanOobllee pacnpocTpaHeHve ΠΟΠΥΜΠΟ TO 
mecHoneHWe, KOTOpoe ceHyac cu4HTaeTCA MpOn3BeqeHHeM 
3HaAMeCHHTOPO BH3aHTHHCKOrO Mellypra. Takwe COYMHEHHA, cKopee 
Bcero, WMeJIH MHOrOo oouwero. Uroo6p: y6enHTbCA B  3TOM, 
NocTaTOUHO CONMOCTaBHTb 3HAKOBbIM COCTaB, HCNONb3yYIOWHHCA Cc 
Ha3BaHHAMNH ἴσον, ὄλίγον, ὀξεῖα, πετασϑή, SpSiov (Β Lpeu.497 - 
ὄρϑριον), σύρμα HW ΠΡΥΓΗΜΜΗ, KaK B OO6WIEH3BCCTHOM “ΒΟΠΡΙΠΟΜ 
HcoHe’, Tak HW Β /pex.497. BoinBneHve ΟΟΙΠΉΟΟΤΗ ΜΗ pa3yIH4uHH He 
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TONbKO B 3BY4aHHH, HO HM B 3aMMCH MeNOMMYeECKHX dopmyn, 
BbICTYNaAIOLUHX MOA OAHHMH UW TEMH Xe Ha3BaHHAMH, G6e3ycJOBHo, 
MacT MHTepecHeHLUHH MaTepvan ANA NO3HAHHA BAXKHbIX TEHAeEHUNK 
BH3aHTHHCKOH My3bIKQJIbHOW ΠΕΠΆΓΟΓΗΚΗ. 

OAHOBpeMe€HHO C 3THM Hesb3A He OOpaTHTb BHHM@HHe Ha 
HECKOJIbBKO HEBMCHHbIX HAHMCHOBAHHH, MpeCTaBICHHbIX Β 
necHoneHuun fpey4.497, HO OTCYTCTBYIOLWUHX B "bONbIIOM HCOHe" 
Kyky3ena: ἀνάσυρμος, ἀποϑετόν, μετρητόν, πέλασμα. Ax u3syyeHne 
ΠΟΜΟΣΚΟΥ ΡΔΟΙΠΗΡΗ͂ΤΡ ΗΔΠΙΜ MpeAcTaBIeHHA O Mpowecce SBOJIOLINH 
BH3aHTHHCKOrO HOTHOFO NHCbMa. Bedb OHO, KaK HW ΠΙΟΌΟΔΗ aApyraa 
HoTorpaduyecKanA CHCTeMa, MOABepraoch NOCTOAHHbIM HM3MCHEe- 
HHSAM: ΒΒΟΠΜΠΗΟΡ HOBbIC HEBMbI, NPH3BAHHbIe PaCLIHMPHTb BO3MOX- 
HOCTb HOTAlMH, OCOGCHHO AKTHBHO YBeEJIMYMBAIOCh YHCNO δΟΠΡΙΠΗΧ 
ἩΠΟΟΤΆ3. KoHeyYHO, He BCe HOBOBBeEACHHA ΠΡΗΣΚΗΒΆΠΗΟΡ. HeKorTo- 
pble M3 HHX CO ΒΡΟΜΘΗΘΜ HCYC3AIH U3 MY3bIKAILBHOTO OOHXONA, a 
Ha CMe€Hy HM MpHxoexHIH HoBble. BnonHe BO3MOXKHO, 4TO 
ἀνάσυρμος, ἀποϑετόν, μετρητόν, πέλασμα OTHOCATCA KaK pa3 K Τοἥ 
ΓΡΥΠΠΕῈ 3H&aKOB, KOTOpad ΜΟΠΟΠΡΒΟΒΏΠΔΟΡ HeEMpOMOJLKUTEMbHOE 
BPe€MA, CpaBHHTeJIbHO ObICTpO BbILLLIa H3 yNoTpeONMeHHA HU He 
OCTABHJIa 3HAYMTCJIbHbIX ΟΠΘΠΟΒ B PyKONMCHOH TpagqHuNH. Ecan 
9TO TaK, TO MaTepHan, 3apUKCHPOBaHHbIN B [pex.497, ABNseTCA 
MpocTo YHHKQJIbHbIM. 

Tpetuh pa3sgen T[peu.497 - dparmMeHT My3bIKaJIbHO-Teope- 
THYeCKOrO COYMHEHHA, H3BECTHOFO NO ApyrMM pyKoNHcsM: Codex 
Vaticanus Graecus 872 (Tardo 166-167), Codex Petropolitanus Graecus 
239 (Thibaut J.-B. Monuments ... 87), Codex Jerusalimitanus 332 
(Rebours 11), ΟΜ. Takxe 1.43 pykonucun PAHK 63, onyOnuKoBaH- 
HbIM B HaCTOAWeEH KHure. 3necbh OymyulemMy NeBYeMy AaeTCA OGLIee 
MpenctaBneHHe oO τὰ Evnynopata. 

MocneqHad cTpoyuKa TeKcTa 3Toro paggena oObaBIAeT οὔ 
H3IOKCHHH MCJIONMYECKHX NMOCNEAOBATeNbHOCTeH ἐνηχήσματα. 
OyHako nNocnwe ABYX TaKHX HHTOHAUWMOHHbIX POpMy CHHAHcKHi 
cbparmMenT /peyx.497 oOppipaetcs. 

Tenepb O3HAKOMMMCA C ΓΡΟΊΘΟΚΗΜ MY3bIKQJIbBHO-TEOPeTHYECKHM 
ΤΟΚΟΤΟΜ 9TOH PpyKONHCH. GnTaTerb, KeNaIOWHH H3Y4YHTb YeTbIpe ce 
apaOcKHx (bparMeHTa, MOXeT ΒΟΟΠΟΠΡΒΟΒΏΤΡΟΗ choTOpeMporyK- 
WHsMH. 

pu u30xeHHH NMepeBogwa, KaK HW B pyKOMMCH, cneBa aeTcHA 
ΠΟΡΟΒΟΠ rpeyecKoro TeKcTa, CNpaBa - apabcKkoro. 


88 


Chapter I] 


The Greek-Arabic Manuscript from Sinai 


(Greek 497) 


It is well known that for many centuries Sinai had been the scene 
of constant clashes and contacts of various cultures. After the 
conquest of Palestine by Rome in 63 B.C. two distinctive 
civilizations - Hebraic and Roman-Greek - came into contact there. 
Several stormy centuries under the Byzantine protectorate(395- 
640A.D.) were followed by many centuries of Arabic rule which 
resulted in natural and stable contacts between the Moslem and 
Christian worlds.The monastery of St.Catherine, founded by the 
Emperor Justinian (527-565), in 527, could not escape that fate. Its 
life was always in touch with Arabic civilization (the hundred-year 
rule of the crusaders from XIth to the XIIth centuries hardly brought 
about any changes). Besides, the Byzantine Empire which protected 
that monastery, was a kind of the outpost of Christianity in the East 
and due to its geographical position was also influenced by Arabic 
world. After the fall of Constantinople in 1453 the Turkish-Arabic 
pressure on Greek culture became something that could not be 
ignored. Thus, in due course a complex and inwardly mobile 
multilingual and miultireligious conglomerate was formed,where 
Christianity and Islam were not only opposed to each other but also 
cooperated successfully. Among the numerous historical facts which 
illustrate such contacts one can mention the libraries of the Sinai 
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monasteries, where sources in Greek and Arabic were often included 
in the same codexes!, 

Though the interrelation of those tendencies in the domain of 
music is far from being studied,some separate, if important, facts 
which prove the active character of those contacts, should be 
mentioned here. Thus beginning from the XIIIth-XIVth centuries 
the so-called ta kpampata -special formations which had originated 
as insertions into chants and then developed independently - became 
widely spread*. The kratemata, called περσικόν (“Persian”), 
ἰσμαηλιτοκόν (“Ismaelian") and the like appeared’. Hence, the 
authors of those kratemata did not conceal the intonation sources of 
their works. 

The musical culture of St.Catherine’s monastery had been closely 
connected with Byzantine music and, after the fall of the Byzantine 
Empire, with the music of Greek Orthodox Church, which 
continued to develop Byzantine musical traditions, though 
interrelating already with Turkic- Arabic culture. Therefore it is no 
wonder that the literary monuments, which recorded such contacts, 
were collected in the library of St.Catherine’s monastery. Greek 497, 
created at the turn of the XIIIth-XIVth centuries, is one of them‘. 

Separate folios of this manuscript (1-2v) represent a certain 
bilingua, where some theoretical propositions are given not only in 
Greek, but in Arabic as well (in two columns respectively)°. 

This very circumstance drew the attention of Jean-Baptiste 
Thibaut®. However, since then it has not interested reseachers, and it 
was only a few years ago that | wrote a short article devoted to 
Greek 497, where I touched upon some of its features, promising to 


l See, for example: AHTOHHH. M3 3amMcok cuHancKoro Goromonbua // TKAA 1873, N 
3, 375, 403-404; Kongakos H. Ilytettiectsue Ha Cunak p 1881 τοῖν. Osecca 
1881,101; beitewtenuu B. OnucaHMe rpeyeckux pyKomucen MOHACTbIPA CBaATOK 
ExatepHHbi Ha CwHae. T. 1: 3ameyatestbHbie pykomucH B 6xGsTHOTeKe 
Cuvahckoro MOHaCTbIpA KK CHHaeflayBaHMicKoro ΠΟΙΒΟΡΒΗ (B  Kaupe), 
ONnvcaHHble apXHMaH/pPHTOM Tlopdbupvem. Canxt-Hetep6ypr 1911, 611 vw Apyrne. 

For more details about it see ᾿στάϑης Ip. Οἱ ἀναγραμματισμοὶ ...passim. 

3 See, for example: Στάϑης Ip. Τὰ Xeipoypaga ..B, 379-381, 632. 

See the palacographic descrption of this manuscript in the book : BeHeutesny B. 
Op.cit. 632. 
See: OrueT ΗΜπερατοροκοῦ my6nMyHoK ONGsMOoTeKH 3a 1883 frog. CaHkT- 
Metep6ypr 1885, 162, 108; BeHemresuy B. Op. cit., 632. 

Thibaut J.-B.Monuments, 138. 
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publish the text of the manuscript in the future and make comments 
on it”. Now I will fulfill my promise. 

The manuscript Greek 497 consists of 6 folios, brought by 
Porphyry Uspensky from the Middle East. Now it is “clothed” in the 
same soft cover as Greek 494, that is, in hard paper or very soft 
cardboard of blue colour. The size of these folios without watermarks 
is 24,6 x 18. 

On the first folio of the manuscript there is a record, done in 
pencil by the hand of Porphyry Uspenisky:“CunH(aitcKnit) Appodroy®. 
Toga μετ΄. However, it has not been hitherto established from which 
monastery he had “expropriated"these 6 folios. 

The composition of the manuscript can be defined as “tripartite”. 
The first part (fol. 1-3v.) is a traditional npoSempia, beginning with 
the explanation of interval signs and passing then to the list of the 

great hypostases.The second part (fol. 4-6) is a training chant, made 
after the pattern of “The Great Ison “of loannes Koukouzeles. The 
third part (fol.6-6v.) is the explanation of τὰ évnynopata. Each of 
these parts has its specific features. 

The first part, undoubtedly, attracts our attention by its paralels 
in Arabic?. The Arabic translator focused his attention on the most 
general principles of notation theory. From his text the reader can 
leam that in the Arabic speaking milicu (as well as in the Greek 
speaking one) the origin of Byzantine notography was connected 
with the name of John of Damascus (the translator even calls all 
those who use this notation the “Damascenes”). Leaving out details 
and naturally the transcriptions of Greek names of the neumes, the 


Tepuman EE. Tpeko-apa6cKaad MY3bIKVIbHO-TeOpeTHNeCKaA pYKOTINCb. 
MpempaputenbHoe cooGurenve //My3biKwibHaa KyJIbTypa CpeaHeBeKosba. leopua 
Npaxtuxa.Tpaguunn. -"FipoGjembi My3biko3HaHHA”.Bon.[. Pemakrop-coctasH- 
Teib B.KapwosHuvk (JleHHHIpadcKHi rocyfapcTBeHHbIM MHCTHTYT TeaTpa, My3bIKH 
4 KHHeMatorpadun uM. H. K. Yepxacosa)Jlennurpad 1988, 51-61. 

- Note that the first letter us taken from the Russian alphabet, the other ones from the 
Greek. 

Ὁ 1am grateful to Victor Viadimirovich Lebedev,D Litt, an expert researcher of the 
ΚΝ], for having translated the passages in Arabic (they are published below, parallel 
to my translation of the Greek text), and to Pavel Bonsovich Kondratyev, a 
researcher of St.Petesburg branch of the RAS Intitute of Onginal Studies, who gave 
me his considerations on stylistic and termological features of theArabic text (his 
observations played the decisive role in forming the given standpoint conceming the 
Arabic fragments of the manuscripts). | am also greatly indebted to him for reading 
ἃ record in Turkic on one of the folios of RAIC 63 (see Part I], Chapter 1}. 
footnote 6). 
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Arabic translator tries to explain the functions of the basic notation 
signs - the ison,the oligon and the apostrophos. As far as I can 
Judge, it was fairly easy for him to describe the oligon and the 
apostrophos as "ascending" and “descending” signs. However, he 
scems to have had certain difficulties translating “the ison”. 

Interpreting “the ison"as 'mustamidd’ (literally:"long", “extensive") 
he evidently supposed that the reader would have certain associations 
with some long, drawn out sound, perhaps, continuing the duration 
of the preceding sound and being a certain middle point from which 
the melody moves up and down.However,trying to translate the 
famous maxim of Byzantine theory of notation, which states that 
"the ison is the beginning, the middle, the end and the system of all 
ascending and descending signs", he obviously gets confused, and the 
meaning of the Greek statement in the Arabic text is lost. The 
Arabic text seems to be “beating around the bush", that is, about the 
contents of the Greek source but does not render its main meaning, 
concerning the ison. At the same time it is thoroughly explained in 
the Arabic text that ‘mustamidd, though having phonation, has no 
‘garar. If by this term the Arabic translator meant “interval”, then his 
interpretation of the ison is correct. However, side by side with this 
we read: "But if we try to study the melodies , we shall not find 
garor in them-neither in rising,nor in lowering- but we find a long 
[sound] only".This might have been a feeble attempt to explain the 
essence of the ison. 

A supposition suggests itself that the Arabic translator was no 
musician at all.It is not difficult to notice that other passages in 
Arabic of Greek 497, which do not contain some complicated ideas 
on musical theory, in fact, follow the corresponding sections of the 
Greek text. But in those places, where at least the minimum 
understanding of the notographic meaning of the ison was 
indispensable, the Arabic translator was evidently confused and 
“wandered”. 

Moreover, he seems to avoid translating purely theoretical 
sections. From this veiwpoint a passage given on the last lines of 
fol.2 is especially interesting. Where in the Greek text rather 
complicated interrelatons between the signs are explained, with 
bodies and spirits having different positions, its Arabic parallel 
confines itself only to giving a religious aictum saying, that “the spirit 
is like a king and the body is like a servant " etc. This is another 
proof of the supposition that the Arabic translator is unlikly to have 
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been a professional musician. It is not impossible that he was an 
Arab who had been converted to Christianity and who was absolutely 
ignorant in music but knew the Greek language and wanted to 
popularize Christian music among the Arabs. That might have roused 
him to translate some fragments of Greek 497. 

Yet there may be another explanation. The arrangement of Greek 
and Arabic texts in the manuscripts is evidence of their having been 
created at one and same time. In any case, the one who was writing 
the Greek text placed it on the left so that the Arabic text could be 
placed on the right. Therefore it is most conceivable that the Arabic 
text was created by the same Greek scribe who knew Arabic. 
However, his poor Knowledge of Arabic prevented him from 
expressing adequately in Arabic what he had set forth so thoroughly 
in Greek.I think this supposition can also be taken as a hypothesis. 

The second part of Greek 497 must also be of great interest for 
the historians of Byzantine music. It shows that the training chant, 
known as “" The Great Ison “and ascribed to Ioannes Koukouzeles., 
is not the only one which was used in musical practice.Having 
studied Greek 497, one is convinced that such examples must have 
been fairly numerous, and " The Great Ison “ given in_ this 
manuscript, is but one of them. However, in due course the 
chant,which at present is thought to have been created by the 
famous Byzantine melourg, became the.most popular of them all. 
Such works must have had a lot of common features. One has only 
to compare the signs used with the names ἶσον, ὀλίγον, ὀξεῖα, 
πετασϑή, ὄρϑιον (in Greek 497-ὄρϑριον), σύρμα and other names in 
"The Great Ison " with those used in Greek 497. Eliciting the 
common character and the differences not only in phonation, but 
also in the way of recording melodic formulas, which have the same 
names, is certain to provide most interesting and abundant material 
for studing the important tendencies in Byzantine musical 
pedagogics. 

At the same time one must notice several neumatic names given 
in the chant of Greek 497, but missing in "The Great Ison" of 
loannes Koukouzeles, namely: ἀνάσυρμος, ἀποϑετόν, μετρητόν, 
πέλασμα. The study of them will help to understand our views the 
evolution process of Byzantine notation. For, like any other 
notographic system, it was constantly being changed: new neumes 
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were being introduced to increase the potentials of notation, the 
nuinber of the great hypostases growing especially rapidly at that. 
Not all innovations took root; some of them disappeared from 
musical practice and in due course were replaced by the new ones. 
It is not improbable that ἀνάσυρμος, ἀποϑετόν, μετρητόν, πέλασμα 
refer to the group of signs which was used during a very short period 
of time, and then went out of use rather quickly, leaving no 
Significant traces in the manuscript tradition. If this is so,then the 
information recorded in Greek 497 is simply unique. 

The third section of Greek 497 is a fragment of a treatise on 
musical theory, well-known from other manuscripts: Codex Vaticanus 
Graecus 872 (Tardo 166-167) , Codex Petropolitanus 239 (Thibaut 
J.B., Monuments....... ,87), Codex Jerusalimitanus 332 (Rebours 11), 
see also fol. 48 of the RA/C 63 manuscript given in the present book. 
Here the future chanter is introduced to the general concept of τὰ 
ἐνηχήσματα. 

In the last line of this section it is said that the exposition of 
melodic sequences ἐνηχήσματα is to follow. But after two intonation 
formulas the Sinai fragment of Greek 497 comes to an abrupt end. 

Now let us acquaint ourselves with the text on the theory of 
music given in this manusript. The readers who would like to study 
its four Arabic passages can use the photocopies. 

The composition of the translation is similar to that of the 
manuscript: the translation of the Greek text is given in the left 
column, that of the Arabic text in the right one. 


lv. 


10. 


15. 


30. 


Codex Petropolitanus Graecus 497 


᾿Αρχὴ τῶν σημαδίων τῆς πα- 

παδίκῆς τέχνης. ψαλλόμε- 

να κατ ἦχον. ᾿Αρχὴν, μέσον τε καὶ 

τέλος. σύστίμα πάντων τὸν 

ἁνϊόντων καὶ κατηόντων. 

τό ἴσον εὐμελέστατον. Sta 

τοῦ ἴσου. χωρῖς γὰρ ἴσου οὐ κα- 

τορϑοῦτε gov. Ἑτέρα πα-- 

Atv Eppivio nop τοῦ ἴσου. τὸ 

ἴσον ἄφωνων Eotiv δὲ καὶ ἔμφω- 

νον. λέγεται δὲ καὶ οὕτως. τὸ ἶσον 

φωνὴν μὲν ExT. PUSpov δὲ οὐκ Ext 

τουτέστίν κατὰ μὲν τὸ μελοὸς E- 

yt φωνὴν κατὰ δὲ τὸν βαϑμὸν 

τῆς μετροφωνί(α ). φωνὴν OD «...» ἔχει 

οὗτε ἀνϊοῦσαν, οὗτε κατίοῦσαν 

εἰ pt Ἰσασμὸν. '“Ἐρώτι σϊς πόσα 

σημάδϊἴα warAovte εἷς τ(ὴν) παπαδί-- 

κῖν; ᾿Απόκρϊσ(υ)ς᾽ Τρία ἴσον, ὁλί-- 

ἴον καὶ ἀπόστροφος. οἷον Ἰσώτ(η)ς 
ἀνάβασϊς καὶ κατἀβασΐς οὕτως. 

Ott δία μὲν mats τ(ῆ)ς 

ἰσώτίτος ψάλλεται τὸ ἴσον. δί-- 

ὰ δὲ πάσ(η)ς τὴς ἀναβασεως 

ψάλλεται τὸ ὀλίγον. δία δὲ 

πάσ(η)ς τῆς καταβάσεως ψά- 

λλεται ὁ ἀπόστροφος. Ἔτέ pa 

πάλλϊν ἐρώτίσ(υς. πόσα otpa- 

δια εἰσίν εἰς τὴν τί αὕτην πα- 

παδιίκὴν τὰ ἔμφωνα ἁνῖόν -- 

τα καὶ κατϊόντα. ᾿Απόκρισί(υς. 

Δεκατέσσαρα΄ ἀνϊόντ(α) 

μὲν ὀκτῶ᾽ εἰσὶν δὲ ταῦτα ὀλίγων, 

ὁξεία, πεταστὶ, κοὐφίσμα, πελαστὸν, 

δύο κεντίματα, κέντίμα καὶ ὑψύλῖ. 


10. 


iS. 


10. 


15. 


Katiovta δὲ EE" ἀπόστροφος, δύο 
ἀπόστροφοι σύνδεσμοι, ἐλαφρὸν, 
ὑπορροὴ, K < PORT Lona ρροοκατά-- 
βασμα καὶ χαμιλῖ. ἔχουσϊ 

δὲ καὶ φωνάς οὕτως᾽ 

Τὸ ὀλίγον — αι, ἣ ὀξεῖψ / OL , 


ἡ πεταστὴ 45 α΄, τὸ κοὐφίσμα ὅακα, 


‘ “ -ἕ . 

τὸ πελαστὸν Y α,, τὰ δύο KEVTIPA- 
᾽ \ — , 

τα AWN α, TO κεντίμα ἡ δυο 

en ee. ? 

καὶ twtrAr 4 τεσσάρες. 
2 ‘ , 8 Ben f f ree 

Ταῦτα εἰσιν τὰ AVIOVTA GNPAdTA. 


Katiovta δὲ πὰλϊῖν εἰσὶν ταῦτα᾽ 


So 5 τ οὖν ἢ 
ἀπόστροφος δ α, οἱ δύο «ἀπόστροφοι» )) α 


τὸ ἐλαφρὸν χὰ β΄, ὑπορροὴ (ΓΒ, 
τὸ κρατιμοῦπόρροοκα-- 


τάβασμα Bey B καὶ ἡ χαμιλ(ὴ) Xs 


EE αὐτῶν δὲ pepiCovtar σώμα-- 
: , ne 
τα καὶ πνεύματα καὶ εἰσὶν 
σώματα ἀνϊόντα ς ᾿ ὀλίγον 
ὀξεῖα, πεταστὶ, κοὐφῖσμα, 
πελαστὸν καὶ So κεντίμα(τα), 
κατιόντα δὲ τέσσαρα: 
ἀπόστροφος, Sto ἀπόστροφοι 
σύνδεσμοι, κρατ᾽μουπορ-- 
ροοκατάβασμα καὶ ὑπο- 
ρροὴ. Εἰσὶν καὶ πνεύμα-- 
ta S(o): Sto ἀνϊούντα καὶ δίο 
κατούντα, 


Τὸ Kéevtipa \ καὶ ὑψῖλι 4 τὸν α- 
νΐοντων, τὸ ἐλαφρὸν FY καὶ 
ἡ χαμΐῖλι Χ τὸν κατιόντων. 


-ἢ Aas 
Mag δὲ λέγονται πνεύματα; δῖό 
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20. τί ἔνϑα evpeSGoiv EunpooS(ev) é- 
τέρου olpadiav ὑποτάσσουν 
αὐτὼ(ν) καὶ π(ο)ϊοῦν εἶναι ἅφωνα. 
2v. Καὶ πάλλιν λέγε(ται) εἰς ἁγϊοπολΐτην 
δῖα τὶ λέγονται πνεύματα. Sia 
τὸ φωνὰς «μὴ» ἀποτελῖν χωρὶς δὲ καὶ ἐ-- 
τέρων σημαδίων «μὴ» συνισταμένων 
5, καὶ γὰρ χωρὶς ἀποστρόφου᾽ οὐδα-- 
μῶς σὔνίσταται χαμϊλόν᾽ καὶ πάλλιν 
χωρ(ὺς ὀλίγου ἤ ὀξείας ἢ τί νὼς τὸν 
τόνων᾽ οὐδαμῶς εὔρων ψίλον ἄνευ 
δὲ ἀποστρόφου; οὐχ ELPOpPEV ἐλαφρόν᾽ 
10. ἀλλώμως ὥ καὶ εὕρωμεν ψηκτὸν ἤγου-- 
μὲϑα τούὐτω(ν). τὸ κέντίμα χωρὶς καὶ ε-- 
τέρου τόνου OD συνίσταται φωνὰς 
μὲν ἀποτελὶν, μόνων δὲ οὗ τίϑεται. 
Εἴπω a περίτων GN μαδίον πάλλῖν. 
15. ταῦτα τά σϊμάδια᾽ τἀ 15 ἔχου- 
. σῖν αἱ φωνὰς Kd : δώδεκα ἀνΐου-- 
σας καὶ δώδεκα Katiovaas wi- 
φ᾽σίτ)ον ταύτ(ο)ς καὶ ε ὑρίσ(η)ςς ἀκριβῶς 
καὶ ἶδε τὸν ποιητὴν πώς εὐφεῦρεν 
20. ταύτας᾽ εἷς τὴν τ(ο)ϊαύτην παπα-- 
δικήν Ott καϑὼς sictv εἰς τὴν ϑ(ε)ιαν 
γράμματα Ka: οὕτως ἐφεῦρεν 
καὶ εἷς τὴν τ(ο)αυτην τέχνην KS φωνὰς. 
EE abtov δὲ τῶν i σῃ μαδίων καὶ 
25. τὼν φωνὼν τὼν κδ, ὅσα ἄν εὑρ(η)ς 
ὥ μαϑ(ητ)ίς ὦ ἐρωτίϑις γίνωσκαι oti 
εἰσὶν ἄφωνα. Εἰσὶν δὲ ταῦτα. 


3. olay δίπλη 77 , Papia ἐς 
κυλισμὰ yg , κράτιμα “-π.--  αντικένωμα 7 


αντικενοκυλῖσμα War , κρατίμοκουφισμα τι . 
Sepaticpos gy , Sepa απλοὺν OZ , 


? 3aka3 N* 2443. 97 


5. eneyeppa Nw , EVaApE(16) 3. , πα- 
πί(ωρακάλεσμα ~ , ἕτερον τοῦ πα- 


ρακαλεσματὸς Ν » γοργον ἔπ“, 

στρεπτον i ἕ ετρομΐκον ) , OMAAOV “FZ , 

᾿ξύρον κλασμα py , TapaKArt(r)K(n) et 
10. ἕτερα παλεα πξ.- ,συναγμα Ζ7, 


3v. συνϑετον ΓΞ, , πίασμα \ , σεισμα κ᾿ Sp? 
wigtotov S , μετρῖτον “7, τρομϊκοόμαλον ζ ; 
τρομϊκοσυναγμα SF, ψιφϊστοσυναγμα . 
διπλοομαλὸν Py , τζακῖσμα y , 
5. ἀποδερμα *¥™ , apyra + ἤ Aeyet(at) ot(av)p(o)c 
yopyov Γ΄“. aAAov . ι a τοῦ 


μαΐστορος --Ἔ, φϑορὰ τοῦ δ΄ toy 


φϑορὰ τοῦ πλ. δ΄ $ , φϑορὰ τοῦ n(A). B |, 


ἅλλη ὅμια dy , φϑορὰ τοῦ vevava: py 


10. συνϑετον ἜΞΩ 


i ea eer er: 


6v. 


7" 


10. 


20. 


15. 


20. 


τε δαρτά. 

Χαιρονομούνται δὲ ὅλα μίαν 
χειρονομίαν. ᾿Αρχὴ σὺν Θ(ε)ῷ 

ἁγίῳ nept τὼν ἐνϊίχισμάτων ερ- 

μἵνια. Ἐρώτ(η)σ(ις)᾽ τὶ ἐστὶν ενΐἵ-- 
χίσμοι ᾿Απόκρισ(ις)" ἐνίχῖσμα e— 

στίν ἡ τοῦ ἤχου ὑποβολὶ᾽ οἷον τὶ \ 
λέγω E&vave avec. Epario()s: 

τὶ ἐστὶν Gvave ἅνες; Απόκρϊσ(ιυ)ς᾽ 
᾿Αναξ ἄνες καὶ ἄφες, πάντα 


. τὸ αὐτῶ ἀρχόμενων᾽ ἀπὸ τοῦ 


Θ(εο)ῦ ὀφίλιν ἔχϊν τὴν ἀρχὴν΄ καὶ εἷς τὸν 
Θίεο)ν καταλίγην. Καϑὼς πάντες 
οἱ yprotiavol κἂν pikpod Τρι-- 
σαγίου βουλῖϑῶσιν ἀπάρξα- 
σϑαι᾽ προήγεῖται τοῦτον ὁ στἴχ(ος) 

, Hyouv τὸ Κώρι)ε Ἰ(ησο)ῦ X(prot}e ὁ Θ(εὸὴς ἡμῶν τὸν 
αὐτὸν δῖ τρόπον ὀφίλωντες καὶ 
ἡμ(εὺς ψάλλϊν τὶ tponyette τοῦτον ὁ στί-- 
χος. Ἐρώτϊίσ(υς᾽ Πὼς EvtyiCetar 
ὃ δεύτερος; ᾿Απόκρϊσ(υς᾽ νεανες. 
Epadt(n)a(1)s- τὶ ἐστὶν τὸ VEQLVEG} ᾿Από- 
κρίσ(ιυ)ς. K(opue ἄφες. Ἐρώτησωῴυς. καὶ ὁ 
τρίτος πὼς ἐνιχΐζεται; ᾿Απόκρϊσ(υ)ς᾽ 
ἀνεὰάνὲς. Ἐρώτϊσις: τὶ ἐστὶν 


. τὸ ἀνεανὲς; ᾿Απόκρϊἴσ(υς. παρα-- 


κλῖτε, obyyoptoov. "Epertio(t)c. 
καὶ ὁ τέταρτος πὼς ἐνϊχίζεται; 
᾿Απόκρἴσ(υς᾽ ἅγια τὶ ἐστὶν ἁγια; 
᾿Απόκρϊσ(υς᾽ τὰ χερουβΐμ καὶ τὰ 
σεραφὴμ, τουτέστίἴν ἁγία τρϊὰς 
ὑπερ αὐτὼν ὑμνουμένη τε καὶ 
δοξαζομένη. ἄνες, ἄφες, σῦγ-- 
χὠρϊἴσον καμοὶ τοῦ ἀνύμνην καὶ 
δοξάζειν. ὕμνον ἀξϊόχρεον 

τῇ σὶ adiepere Θεόττἴτι. 

᾿Αρχὴ σὺν Θ(ε)ῷ ἁγ((ῷ) τῶν ἐν᾽χισμάτων. 
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1.1 


[lepepon 


Hayao 3HaKoB 
nmeByeCKOrO HCKYCCTBA, 
NOFOLUMXCA MO Mxocy. * 


Hayao, cepeanuHa, KOHeL 
Η CHCTeMa BCeX ΒΟΟΧΟΠΒΙΠΗΧ 
M HHCXOZALIHX [3HaKOB] - 
MeJORMYHEHLWIHH HCOH, H6O 
6e3 HCOHa He MOCTHMMeTcA 
MHTepBan. B cBOW ΟἼΘΡΕΠΡ, 
[cyllecTByeT] MH Apyroe o6b- 
ACHeHHe WCOHa: HCOH SABISA- 
eTcA O6e3HHTEPBaIbHbIM ἢ 
3By4alMM [3HaKom]!, OgHa- 
KO FOBOPHTcH HM Tak: HCOH 
HMeeT 3ByYaHHe, HO He 
HMeeT HCYHCIeEHHSA4, TO eCCTb 
B MeyIoce OH HMeeT 3Y4aHHE 
Ha [onpezeseHHOH] cTyNeHH 
METpOMOHHH, [HO] He cozep- 
KHT HH BOCXOAAUIerO, HH 
HMCXOUAWIero WMHTepBaa, a 
[ΤΟΠΡΚΟΪ paBeHcTBO [c Mpe- 
QbULYLUHM 3BYKOM}. 


Bonpoc. CKOJIbKO 
[ocHoBHBIx]* 3HaKOB noeTcs 
B ΠΑΠΑΠΜΊΘΟΚΟΜ [μοκγο- 
cTBe]? 

Omeem. Tpy: HCOH, OJIM- 
ΓΟ H anocTpod, TO ecTb 
paBeHCTBO?, MOBBbILUEHHe ἡ 
NOHWXKEHHEe, NOTOMY YTO NpH 


Hayaslo 3HaKOB 
ΠΟ ΠΑΜΔΟΚΜΗΙΙΆΜ. 


ΚΑΠΡΙΠ OTpPbIBOK MoetTca 
ΠΟ CBOeH MeJIONMH: Haas, 
cepeqHHa WH KOHEL - OCHOBAa 
BC€X 3HaKOB, NOBbILUCHHA ἢ 


NOHVXKeHHA. Πραβηπρηριΐ 
ΠΠΜΤΥΟΠΒΗΒΙ [3ΒΥκ] - <...> 
DOBHbIN, ἃ HEPOBHLIN - 


ΗΘΠΡΆΒΗΠΘΗ. Jipyroe τοπκο- 
BaHHe: ΠΠΗΤΟΠΡΗΒΙΙ = [3ByK 
MMeeT] 3By4¥aHHe. 3aTemM 
JlaMacKHH ΓΟΒΟΡΗΤ: “B HeM 
ecTb 3ByyaHHe’. HM mb [Tak- 
6] CK&KEM ΚΟΘ- ἯΤΟ, OGbsAC- 
HAA 6ΓῸ: ΠΠΗΤΟΠΡΗΒΙΠ [3Byk| 
MMeeT 3By4aHHe, Υ ΚΟΤΟΡΟΙῸ 
HeT HHTeppana. ΜΒΙ Toxe 
ΓΟΒΟΡΗΜ O ΠΠΗΤΟΠΡΗΟΜ [3By- 
Ke], 4TO Y Hero CCTb 3By4a- 
HvMe, HO ecNH MbI ΠΟΠΡΙ- 
TaeMCH HUCCeENOBaTbh Medio- 
MMM, TO He OOHapyXKHM B HHX 
ΜΗΤΘΟΡΒΩΠ - HH ΠΡῊ ΠΟΒΡΙ- 
IWeGHHH, HH ΠΡῊ ΠΟΗΨΌΚΘΗΜΗ, 
ἃ ΤΟΠΡΚΟ ἈΠΗΤΟΠΡΗΒΙ [3Byk]. 


Bonpoc. CKONbKO 3HAaKOB 


ΠΟΙΟῚ DaMacCKHHLUb!? 


Omeem. Tp: 
TbIH, 3BYYaHHe 


MporTsHy- 
BbILUe ἡ 


3By4aHHe Hoke. Mbl BezeM 
peyb O ANHTeENbHOM [3ByKe] 


BCAKOM paBeHcTBe [crpedbi- 
MYULMM 3BYKOM| moetca 
HCOH, ΠΡῊ NoOBbIWeEHHH ΠΟ- 
eTCA OJIMTOH, ἃ ΠΡῊ BCAKOM 
NOHWXKeEHHH NMoeTcA anoct- 
pod. 

Onamb = dpyeou δοηρος. 
CKOJIbKO HHTEPBHIbBHbIX BOC- 
XONAMUMX HW  HHCXODALUIMX 
3HaKOB® cylilecTByeT B 3TOM 
nanagqHuyecKoM [HcKyccTBe]? 
οὔ. Omeem. 14. [H3 Hux] 8 
BOCXOAALIHX: ONHTOH, OKCHA, 
neTacTH, KyducMa, Mewsac- 
TOH, ΠΒΟΠΉΔΗ ΚΟΗΠΗΜΩ, KeH- 
ΠΗΜἃ HW μΜποηπηῆ. Hucxo- 
AAWMX [3HaKOB] 6: anoctT- 
pod, πβοἥηο coeqMHeHHBIh 
anocTpo@, snadpouH, μπορ- 
pow, KpaTHMOMNoppokatTa- 
BacMa H xXaMHIv. OHH 
colepxkaT KONHYeCTBO TAK’: 


ONMTOH a= - | [coun], 
oKcHaA Y - |, MeTacTH 65 - 
I, Kyducma Crux μι ἱ, 
ΠΟΠΆΟΤΟΗ Y - 1, ΠΒΟΪΉΔΗ 


KeHovMa ἊΝ - |, KeEHOHMa \ 


-2uuncnunn 4 - 4. Taxospl 
BOCXOQALIME 3HaKH. 

B cBolW OYepedb, HHCXO- 
naive [3HaKH cOmepxaT 
HHTeEpBAIbI] Tak: amocTpod 


> [ΦΟΗΜΙ, 
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ΠΡῊ NOBLIWCHHH H MNOHWKEe- 
HHH. 


Bonpoc. CKONbKO 3H&@KOB 
noetca BBepX H BHH3 No 
JlamackuHy? 


Omeem. 14: ὃ IA ΠΟΒΒΙ- 
WWeHHA ΜΗ 6 AIA NOHWXeHHA. 


A) oe 


1.2 


nBOHHOH ἀποοτροῷ )) - 
|, ΞΠΆΦΟΗ f\ - 2, HNOppou 


 - Κρατημομπορροκδᾶτα- 
Βαομαδ Bey - 2 HW ΧΑΜΜΠῊ 
X - 4. 


Οροπη HHX pa3nHnyanwTca 
Tena HW ΠΥΧΗ. _CyuiecTByeT 6 
BOCXONALUMX TeJI: ΟΠΉΓΟΗ, 
OKCHA, MeTacTH, Kyducma, 
ΠΟΠΆΟΤΟΗ H ΠΒΟΜΉΔΗ ΚΘΟΗΠΗ- 
Ma. ΗΜΟΧΟΠΗΙΠΗΧ xe - 4: 
anoctpo@, MBOHHOH coelH- 
HeHHbIM anocTpod, KpaTH- 
MOHTIOppoKaTaBacMa H HMop- 
pon’. CymiecTByeT u 4 ayxa!® 
- 2  pBocxonauiux Hu 2 
HHCXOAAMIHX. CpenH Βοοχο- 


MAWIHX - KCHOTHMa N H Π- 


cunmu!! Δ, a cpeau ημοχο- 
RAUHX - Ξ9ΠΆΦΡΟΗ μ 4H 


xamwtn!? X τ 


|Bonpoc]. A Kak ΠΟΙΌΤΟΚΒ 
ayxu?!3 


06.|Omeem| Koraa_ [tena] 
oOHapyXHBaloTca Meped Ay- 
ΧΩΜΗ, OHH NOAYHHAWT HX ἡ 


ΠΟΠΆΙΟΤ 6e3HHTEpBaIbHbl- 
mu!4, B cBow ouepenb, B 
"“Caatorpague"!> ΓΟΒΟΡΗΤΟΗ͂, 
noweMy OHH Ha3bibalorcs 
ΠΥΧΆΜΗ: MOTOMY ΤΟ OHH 
{camu} <He>~ o6pa3y1oT 
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TonmKkoBaHHe: 3TH 3HaKH 
ΡΆΞΠΟΠΆΙΟΤΟΒ Ha Tea WH DYXH. 
ΒΟΟΧΟΛΉΙΙΗΧ Tel - 6, ἃ 


Hucxonamux - 4. ΠΥΧΟΒ xe 
[Boobie] 4: 2 ΒΟΟΧΟΠΒΙΠΗΧ ἡ 
2 HHCXOAAMINX. 


Bonpoc. loywemy ond 
Ha3bIBaloTcA AYXaMH HB 
KaKOM MECTe BCTpeyaloTca? 

Omeem. flyx  nonobex 
ΠΆΡΙΟ, a Teno - ciyre, HW ΤΟΠῸ 
663 πΥχᾶ HEBOSMOXHO. 


HHTepBaioB HW 6e3 ΠΡΥΤῊΧ 
3HakoB He ctaBsatca!l®, Tax, 
663 anocTpoda He cTaBHTcA 
xamMwin!7, Tak xe 663 onnro- 
Ha, JIW60 OKCHH, 1H60 HeKO- 
TOpbIX APyrHX TOHOB A ΗΜ B 
KoeM οπγαθ He oOHapyxKHI 
μπομπη δ, 

[ Bonpoc}. 
poda? 

[Omeem. be3 anoctpoda!] 
Mbl He OOHapyXMBaeM 93/1a- 
dpona. Ho ecm ΜΒΙ O6Hapy- 
>KMBaeM NOMOOHOE, TO CUNTA- 
€M 3TO AOCTOHHBIM Ocyxe- 
HHA. KeHouMa 663 aApyroro 
TOHa [TakKxe] He cTaBHTCS. 
XOTA OHa OOpa3yeT MHTEp- 
BaIbl, HO OHA OHA He 
CTaBHTca. 

CxaxkeM elle pa3 O 3Ha- 
Kax. OTH 3HaKH Takue: 14 
|sHakoB] ΠΡΟΜΒΒΟΠΕῚ 24 
cpouu - 12 ΒΟΟΧΟΠΉΜΙΗΧ u 12 
ἩΜΟΧΟΛΒΙΠΗΧ. [lepecuntan ἡ 
ΤΡΙ TOYHO OGHAPYXHLUb HX. 
Ha6nwnai TakoKe 38 COUHHH- 
TesIeM, KaK OH CO3Qa@1 HX B 
Takow nanaguKn. I[loromy 
ΤΟ KaK B 60%eCTBEHHOM 
{TIucannun] cyliecTByeT 24 
OYKBbI, ΤᾺΚ Η B TaKOM HCKYyC- 
cTBe OH co3nan 24 doun!?, 
Cpean Hux - 14 3HaKoB ΗΜ 24 
HHTepBasa. CKONbKO Ob! Tb! 
He o6HapyxXHJI [cBepx 3THX], 
3HaH, BONpoWaBLIMHCA yue- 
HHK22, yTo OHH Ge3HHTep- 


Α 663 anocT- 


ΒΑΠΒΗΒΙΘ. 


Hawa peub - Ὁ [4 3Hakax, 
COOTBETCTBYIOLUHX 24 HHTep- 
BasiaM, 12 ΒΟΟΧΟΠΒΙΊΗΗΜ HM 12 
HMCXOAAWIHM. Wun ux ἡ 
ΗΠ, HwO6o Βεπηκμηΐ 
Yuntenb ΜΟΚΔΠ HX MW Hallen. 
Ποποῦδηο TOMYy, Κῶ Β 
ΓΡΘΊΘΟΚΟΜ adasute 24 6yK- 
ΒΡΙ, Mb! ΒΗΠΗΜ Β "“CTHXH- 
pape’ 24 nHTepBana. Cpenu 
ΗΗΧ - 14 3HaKOB H 24 HHTep- 
Baia. 

Bce, 4TO THI BCTPeTHILUb 
KpoMe HHX, - G6e3HHTep- 
BaJIbHbI€ 3HaKH. 


1.3. OHM TakwHe: QHILIN 47 


ΒΆΡΜΗ tl KWJIHCMa “RAs 


KpaTHMa -@— @HTHKEHOMa 
—z aHTHKEHOKWIHCMa Wa 


KpaTuMoKyucma2! ἔπος 


TemMaTHcMoc ἔφ. TeMa 


anstyH “Oy 3nerepma at 
3HAPKCHC 2. , NMapakanecmMa 
"ἢ πργυγτοῦ [3HaK] παρᾶ- 


ΚΆΠΘΟΜΒΙ a roproH κί 


CTpelToH ὶ ΤΡΟΜΗΚΟΗ Ἂν 
ΟΜΏΠΟΗ ὝῪΖῴΖ KCHPOH KIacMa 


γ73 παραάκπμτμκη ὅπ, 


apyraA ἈΡΘΒΗΠΗ {πΠᾶρᾶΚΠΗ- 
THKH|2? σὰ... 


1.3 06.cnHarma 2,0. ΟΜΉΤΘΤΟΗ 


Ny , πομφμοῖοη _f 


Sf 
METPHTOH “77 
ΤΡΟΜΗΜΚΟΟΜΏΆΠΟΗ ζ ) 
TPOMHKOCHHarMa Ae 


ΠΟΜΦΜΟΤΟΟΜΗΔΓΜΆᾶ we 


ee 


EMIUIOOMaIOH Ξ, 
m3akvcma® wy anonepmMa “7 


aprua . ᾿ ΚΟΤΟΡΔΚΒ 
ἩἨΔ83ΡΙΒΏΘΤΟΗ [HH] cTaBpoc, 
roprouw ¢~ Apyron [roprou]?4 
wv aproH MarHcTpa 
[| Kyxy3ena]2> “ἢ dTopa IV 


[ uxoca] ἂχ εβναρὰ IV 


ruiaraibHoro)=—- [Hxoca | $ 


dtTopa II WiarasIbHOro 
[uxoca] SP nopyraa Takas xe 


[propa|26 dy ᾧτορα 


"HeHaHO"2? eG ΟΜΗΤΕΤΟΗΖ8 


Pett Vous ereeseseeasesazsesesesescseseeaeeeeeas 


\JI.6.31" Tena HadpiBpaiorca “ΠΆρΡΤΑ" Ὁ. Bce oHM ΧΗΡΟΗΟΜΗΡΥΤΟΞΙ 
cormacHo OMHOM ΧΗΡΟΗΟΜΗΜθ. 


Co Ceamom Bozom nauano obsacnenun nacmpoek””. 


Bonpoc 33. Uto Takoe HacTpoika? 

Omeem. Hactpolika - 3TO OxBaT uxoca. HanpHmep, 4 4TO-TO 
NOW: "AHaH aH3c’. 

Bonpoc. UTo Takoe “aHaH3 aH3c"? 

Omeem. "Cnacu, Baagbika, u otnyctu"*4. H6o Tot, KTo 
Ha4MHaeT, JOJDKEH BECTH Hayao oT bora ΜΗ 3aBepliaTb boro. 
Kak Bce xpHcTHaHe MpeANOYHTaIoT HAaYHHAaTb OT ΜΆΠΟΓΟ 
“TpHCBATHTeLHOTO” [THMHa], TaK HMH ΠΡΟΒΟΞΙΓΠΔΙΠΔΟΤΟΗ 
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JI.6 o0.cTHxX, a HMeHHO: "Mncyce Xpucte, Tocnone, Boxe 
Haul’. Tak BOT, 4TOObI 4YTO-TO CNeTb, MH MblI AOJDKHbI HCHoNp- 


30BaTb TOT 
Bonpoc. 


Omeem. 


Bonpoc. 


Omeem. 


Bonpoc. 
Omeem. 
Bonpoc. 
Omeem. 
Bonpoc. 
Omeem. 


xe cmoco6. MosTomy ΒΗ Δ ΠΕ noetcsa μχος 5. 
Kak HactTpanBaetcs BTopok [uxoc]? 
“Heanec". 

Ἧτο Takoe "HeaHec"? 

“Tocnoge, otmyctn”? 

A Kak HacTpanBaetcs TpeTHH Hxoc? 
“AHeaHec’. - 

Ἧτο Takoe “aHeaHec"? 

“YTeCLIHTeb, MpoctTH". 


A KaK HacTpanBaetcs! 4YeTBEpTbI Hxoc? 
"ArHa’. - 


| Bonpoc|. Uto τῶκος “arna"? 


Omeem. 


ΧΟΡΥΒΗΜΡΙ WH cepaduMbl, TO ecTb ΒΟΟΠΕΒΩΘΜΏΩΗ ἡ 


npocnabisemMas! MMH Casatas Tponua. Otnyctu, mpocTu u ga 
CHH30H1H KO MHe, [YTOObI 51 ΜΟΙ] MOCTOMHbIM FHMHOM ΟΠΆΒΗΤΡ 
Te6s, Hepa3zgenbHoe Boxectso. Co ΟἸΒΗΤΡΙΜ Borom, Ha4yano 
HacTpoek..."36, 


=: 


KomMeHTapHu 


1 TepMvH φωνὴ B  BH3aHTHHCKHX H NOCTBH3aHTHHCKHX 
MY3bIKVUIBHO-TeOpeTHYe€CKHX MaMSITHHKaX ΠΟΟΤΆΤΟΙΗΟ ΜΗΟΓΟΞΗΆ- 
yeH. HM onpegensiinch camMble pa3sH4Hble O6beKTHI, HO Yallle BCero 
- 3BYK, ronoc, HHTepBasl, ΟΤΥΠΘῊΡ MY3bIKANIbHOTO 3ByKOpAa Ηὶ CaM 
HOTHbIM 3HAK, OOO3HAYaIOWIHH HHTepBat. TombKo KOHTEKCT Toro 
WIM HHOTO dparMeHta cnoco6eH NOKa3aTb KOHKpeTHOe 3HaAYeHHe 
φωνήῆ B K&KIOM OTIEJIbHOM cyly4ae. B naHHOM %e MecTe peyb ΜΠΕῚΤ 
06 MCOHE, KOTOpbIA He O603HAYaeET HHTEpBal MEXKAY 3BYKaMH, Η Ὁ 
3TOH ΤΟῸΚΗ 3PCHHA OH ABNAeTCA ἄφωνον. OnHAaKO TOT xe HCOH 
yKa3bIBaeT Ha NOBTOpPeHHe BbICOTbI ΠΡΟΠΡΙΠΥΙΠΟΙῸ 3ByKa, H NOSTOMY 
OH - ἔμφωνον. 

2 Be3ycNOBHO pyKONHCHbIli puSpoc - He YTO HHOe, KAK HeBepHO 
3aNMCaHHbIn ἀριϑμός. on TepMHHOM GpiSp0¢ ΠΟΗΜΜΔΆΠΟΟΡ ὃ 
ἀριϑμὸς τῶν φωνῶν (4HCNO (OHH), YKa3bIBaIOWeeCH KAKIbIM 
3HaKOM. Φωνή (ΦΟΗΜ) Κα - ΟΟΟΞΗΔΊΘΗΜΟ HHTepBala MexDy DByMA 
Jl@KaULMMH PAQOM CTYMNeCHAMH ΠΆΠΑ; OfHA ΦΟῊΜ OTMeNAeT ABE 
NOCNEMOBATENbHble CTYMNeHH, ABE (OHH - CTyMeHH, HaxosAWMecs 
Ha paccCTOAHHH TepuivH, TpH ΦΟΗΜ - 3BYKH, COCTABIAIOWUIMe KBapTy 
H T.0. TaKHM O6pa30m, (OHH - CMHHHWA H3MEPECHHA ΜΗΤΟΡΒΆΠΡΗΡΙΧ 
paccTOAHHH, HeKHH ἀριϑμὸς πρῶτος. HcoH xe He HMECCT 
HACUMCACHHA, TaK KaK OGO3HAaYaeT NOBTOPeHHe BLICOTHOTO ypOBHA 
pemblayluero 3BYKa, TO e€CTb HCOH He yKa3bIBaeT HHTepBall KaK 
TaKOBOH. _ 

3 μετροφωνία - Ne€HHe TOMbKO MO ΜΗΤΕΡΒΆΠΡΗΡΙΜ 3HaKaM, 663 
60nbluIuX WMnNoctTa3. MetTpodoHua paccmMaTpHBaach Kak nepBas 
CTyNeHb Ha MyTH MpodeccHoHabHoro obyyeHHA ΟΥΠΥΙΠΗΧ NeBYHX. 
O6 3ToM cBHmeTenbcTByeT TaBpHH: 

"Ἔστι yap οἷον ἀρχὴ καὶ "Metpocbouua ABISIeTCA Haya- 
ϑεμέλιος ἡ λεγομένη μετροφωνία. JIOM WH OCHOBOM MeBYecKorO HC- 
Ταύτην yap ὃ καλῶς μετελϑὼν KYCCTBA. ToT, KTO 66. ΧΟΡΟΙΠΟ 
ῥᾳδίως ἂν καὶ τἄλλα τῆς ψαλτι- ον ΕΘ ΕΙΣ Cl ποῦς 

Ε ; Μ΄.’ ᾿ ΓΗΜΗ [ΠΡΕΜΥΠΡΟΟΤΗΜΜ) meByYec- 
κῆς κτήσαιτο. χωρῖς δὲ ταῦτης 


ne. ον ἔοι τὰ, σε KOTO HcKyccTBa, ἃ 663 Hee He 
οὐδεν KQTO wi 
i ° q OOxOZHTCH ΗΜ OHH NeBYHH . 


ψάλτης" (Gabriel 90, 588-590). 


4 3necb Nospa3syMeBaloTCA HMEHHO “OCHOBHbIe’ 3HaKH - HCOH, 
ONHTOH, anmoctpod, ABNAIOWIHeCcA cCBOecObpa3HbIM ΒΟΠΠΟΙΠΘΗΜΘΜ 
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Tpex MMaBHEHWIMX HaMmpaBleHHH ΠΒΗΣΚΘΗΜΗ MeJOMHYeECKON NHHHK: 
ΠΟΒΤΟΡΘΗΜΗ BbICOTHOPO YPOBHS, ΠΟΒΡΙΠΙΘΗΜΗ WH NOHMXKEHHA. 

5 Kak WM paHee HCMONB30BaHHOe ἴσασμόν (cTpouKa 17 
rpeyeckoro TeKcTa 9ΤΟΙῸ NHCTAa), ἰσότης OGOSHAYAET TO “paBeHCTEO” 
BbICOTb] 3ByY4YaHHA, KOTOpoe NomyyaeTca B pe3yAbTaTe NOBTOpeHHsA 
ΠΡΟΠΡΙΠΎΠΙΘΙΟ 3ByKa. 

6 KoHeyHO, cTporo roBops, He CYLIeCTByeT "BOCXOAALIMX" ἢ 
"HHCXOAALUIMX" 3HAKOB, ἃ CCTb ΠΗΙΠΡ BOCXOAAWIME MH HHCXODALIHe 
HHTepBalbl, OOO3HAYaeEMbIe TeMH WJIH HHbIM 3HaKaMH. Ho 
rpeyeckwe MY3bIKaHTbI NMOCTOAHHO MepeHOCHH Ha HEBMbI 
NpH3HaKH OMpesesAeMbIX HMM OObeKTOB. ΠΟΘΤΟΜΥ B HX CO3HaHHH 
CPOpMHpoBaIHch MpeAcTaBNeHHA O “BOCXOZALIHX" H “HHCXOASLIHX" 
3HaKax. KaokoblH, KTO 3HaKOMHTCH C rpeYecKHMH MY3bIKaJIbHO- 
TEOpeTHYCCKMMH TEKCTAMH, AOJDKEH MPHHATb 3TY YCJIOBHOCTD ἡ 
CUHTATbCA C HCH. 

7 To ecTb ἀριϑμός CoH, yKa3bIBAIOWEeCA KAXKIbIM 3HAKOM. 

8 Tak KaK TepMHH τὸ κρατημοῦπόῤῥοκατάβασμα 3aHHMaeT B 
PYKONMCH ABC CTpOY¥KH, TO UTOObI HE OCTaBIATb MmyctToe 
FIPpOCTpaHCTBO Ha TEKCTOM, ΠΟΡΟΠΜΟῚΜΚ NOBTOpH H306paxeHne 
3HaKa DBAKObI: MexKLy 2 H 3, 3 ΜΗ 4 CTpouKaMH. 

Kak H3BeCTHO, B CpeQHEBH3AHTHUMCKOWM HOTAWHH CYIUeCTBOBaa 
HEBMA τὸ κρατημοῦπόῤῥοον, YKASbIBAIOLUAA ΠΒ6, CieMylOulWe ApyT 38 
OpyroM B-  ONpeneseHHOH pHTMHYeECKOH NOC IeAOBATeEbHOCTH, 
HHCXOZALWIMe CeKYHObI. CyuiecTByloT CBHAeTeAbCTBa, ITO BMECTO 
TEPMHHA κρατημοϊπόῤῥοον ΜΗΟΓΠᾺ ΠΡΗΜΘΉΜΠΟΟΡ HAsBaHHEe κρατη- 
μοκατάβασμα. Tak, ΗΆΠΡΗΜΟΡ, B Codex Lavra 1656 πμιπετοη: 
"κρατημοκατάβασμα, ὅ λέγεται κρατημοῦπόῤῥοον" (Tardo 219) - 
“KPpaTHMOKaTaBacMa, KOTOpad Ha3bIBaeTCA WH KpaTHMOHNMOppoon". B 
KOMMEHTHpyeMOH Xe PyKONHCH MpHCyTCTByeT HEKOE HOBOE CJIOBO- 
oOpa30BaHHe, COCTaBJICHHOe Μ3 OG6OHX MpHBeZeHHbIX TEPMHHOB - 
κρατημοῦποῤῥοκατάβασμα. HyxHO MyMaTb, 4YTO OHO He Προχ- 
CTaBAAIO COOOH HHYerO 3aragqOUHOTO DIA BH3AHTHHCKUX MY3bIKaH- 
TOB, TAK KaK eFO cOcTaBAAIOUIMe (κρατημοῦπόῤῥοον HW κατάβασμα) 
ObLIM TEPMHHAMH, YKA3bIBQIOWIHMH Ha ΟΠΗΥ Η Ty Ke HHTepBasIbHyw 
NOCJICAOBATEMbHOCTD. 

9 C TpaqHUMOHHOM TOYUKH 3peHHA cogzepxKaHNe 9ΤΟΙῸ OTpBIBKa 
HECKONbKO HeEOOLIMHO, TAK KYK B HEM B Fpynny HHCXOAALIMX Tel 
NOnaih HMNOppoH HU KpaTHMOHNOppoKatTaBacma. OgHaKO  BCe 
MCTOYHHKH CAHHOAYLUHO YTBEpKZaWT, ITO HNOPpoH - "HH Teslo, HH 
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ayx". KpaTuMounoppokaTaBacMa Takxe oO03HayaeT MBe HHCXO- 
NAUIMe CEKYHAbI, HW NOITOMY HE MOXeT NpHHawiexKaTb HH K Team, 
HM K ΠΥΧΆΜ. Takum o06pa30M, TOJKOBAHHe 3THX 3HAKOB B JaHHOM 
MecTe H€CKOJIbKO OTAMYAeTCA OT OOWENpHHATOrO. 

(0 PykonucHoe Si(o)(=800) - ABHAA ONNCKA. STO NOATBeEpxKMaAeTCA 
BCeM CONe€pxXKaAHHeM ΠΡΟΠΠΟΣΚΟΘΗΜΆ. 

1 Tak Kak καὶ ὑψηλὴ τῶν ἀνιόντων 3aHHMaeT BTOpylO ΠΟΠΟΒΜῊΥ 
cTpoukKH 16 uM ἨΔΊΩΠΟ ΟΥΡΟΙΚΗ 17, rpaduyecKoe H306paxeHHe 
HNCHIM NOBTOPCHO JBAKAbI Ha KAKDOH H3 3THX CTPOK. 

(2 Y3s06paxeHHve ΧΆΜΜΠΗ B pyKONHCH AaHO ABDKAbI Ha OHO! 
CTpoukKe. 

'3 Sto HeGombUloe BONpOCHTeNbHOe NMpewNOXeHHe He CTONb 
OMHO3HAYHO, KQKHM KaxkeTca Ha ΠΟρΡΒΡΙΝ B3riag. Tnaron λέγω 
MOXKET 30€Cb O3HANATh HM “HA3bIBalO", H “Now. Εσπη προϑεωρία 
npeanonarana ΠΟΡΒΡΙΜ BapnantT ("A Kak Ha3bIBalOTCA AYXH?"), Tora 
aibHeALWUMH OTBeT HHKaK He CBA34aH C 3THM BONpocoM. Besb OH 
noLpasyMeBaeT OOLACHEHHe 3THMOJOFHH KAKAOTO H383BAHHA ΠΥΧΟΒ, 
YTO CTOJb MONMYIAPHO B BH3QHTHHCKMX HW MOCTBH3QHTHACKHX 
MY3bIKUIbHO-TEOpeTHYECKHX ΡΥΚΟΠΜΟΗΧ. OHaKO ΠΟΟΠῸ ΠΟΟΤΆΒΠΘΗ- 
Horo BOMpoca H3NaracTCA HEYTO COBeEpleHHO HMHOeE - OHO H3 
ΠΡΆΒΗΠ HoTauMH. B ΤΆΚΟΜ cnyyac HYKHO- JONYCTHTb, ἯΤΟ 
KOMNHAATOp BbINYCTH CNegoOBaABUIee B NepPBOMCTOYHHWKEe Nposo- 
KeHHe MW "“NepeckouyHs"” Ha Apyronw pa3zzen. 

Ecnu xe λέγω HCNOND3yeTCA B 3HAYEHHH “Now", TO Toma 
nocueayIOLUee H3NOKXCHHE MOXHO TOJKOBATb KAK OHO H3 ΠΡΆΒΗΠ 
ΠΟΗΜΗ ΠΥΧΟΒ. OaHako ΜΗ Β 5ΤῸΜ Ciy4ae HET NOJHOK yBeEpeHHOCTH, 
ΤῸ ΠΟΡΟΠΗΟΜΚ He AONycTHA Nponycka. 

14 Ecnu ΟΥΚΒΆΠΡΗΟ CNeqOBaTb pyKONHCHOMYy TCKCTYy, TO, 
NPHHHMaA BO BHHMaHHe, ITO Mpexmze peyb Beach O πνεύματα, 
NepeBO MOJDKEH ObITh TAKHM: "NOTOMYy ἅτο Kora [AX = πνεύματα] 
o6HapyKHMBAKOT NMeped APyrHM 3HAKOM [= σῶμα], OHH [7] 
nonyMHAwT «MX « [?] HK ΠΟΠΆΟΤ Oe3HHTCpBYIbDHbIMH. BuHe 
3ABHCHMOCTH OT "“paclWwHdpoBKM BONpocoB B ΓΠΆΒΗΟΜ Mpes- 
NOK€HHH COMepxXaHHe NoobouHoro NpewioKeHHA C ΤΟΚΗ 3peHHA 
ΠΡΆΒΗΠ BH3aAHTHHCKOH HOTAUHM - NoNHeMwWHH abcypgz. OOmenpH- 
HATOe NOMOXeHHe yTREPKAAeT COBEPLICHHO MpOTHBONOMOXKHOE: ἡ" 
πνεύματα ... ὑποτάσσουσι τὰ ἑαυτῶν σώματα ..., ὅταν ἔμπροσϑεν αὑτῶν 
τεϑῶσιν" (Wellesz Ε. Die Rhythmik ... 630-631) - "... ayxn... 
NOJYHHAKWT CBOU Teyla..., ΚΟΓΠᾺ OHH [= Tea] cTOAT Meped HUMNH’. 
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Takum o6pa30M, HYXKHO CYHTaTb, 4TO 3TOT OTPbIBOK ΜΟΠΟΡΆΘΗ. 
Ecnw axe “NOACTPpOMTb pyKONHCHOe M3NO0KeHHe Κα ΠΡΆΒΗΠΥ 
HOTAUHH HW Mocte évSa ΒΟΤΆΒΗΤΡ σώματα, TO HU Torna 
COMHHT¢JIBHOCTb singularis ἑτέρου σημαδίου ΟἸΘΒΗΠΗΆ. 
᾿ TIpeactapnsetca, uTO ΠΡΩΒΗΠΡΗΡΙΜ ΒΆΡΜΔΗΤ ΠΟΙΌΚΘΗ HMeETb τακοΐ 
BUA: "διὸ τὶ ἔνϑα «σώματα» εὑρεϑῶσιν ἔμπροσϑεν «πγευμάτων» 
ὑποτάσσουσιν αὐτῶν". To 3sToH peKOHCTpyKUMA HM ΟΠΘΠΆΗ ΠΕΡΟΒΟΠ. 

IS “Cpatrorpaneu” (Αγιοπολίτης) - ΞΗηΗΔΜΘΉΜΤΡΕΙΠ NAaMSATHHK 
ΒΗΞΔΗΤΗἤΌΟΚΟΙΟ ΜΥΞΡΙΚΟΞΗΔΗΜΗ. TlocneqHee W3qaHHve TeKCTa H ero 
aHaH3: The Hagiopolites. A Byzantine Treatise on Musical Theory. 
Preliminary edition by J.Raasted. Copenhagen 1983 (Cahiers de 
I Institut du Moyen-Age grec et latin, 45). 

16 Be3 ABHO ΒΡΙΠΥΠΙΘΗΗΟΪ B pyKONHCH YacTHLUBbI μή ΠρΡΑΒΗΠΡΗΡΙΐ 
CMBICJI TEKCTa TepseTca. 

B 43BeCTHOM HbIHe TekcTe "“CBsTorpagiia” Takge yrRepxeHHe 
OTCYTCTByeT, HO OHO 4YacTO BcTpeyaetca B G6onee ΠΟΞΠΗΜΧ 
PYKONHCAX, COZepxKAWINX ApyrMe CNCUMANbHbIe HCTOYHHKH (cM. 
o6pa3ubl rpevecKOrTO MyY3bIKO3HaHHA, NYONHKyIOWUINeCcA Β 
HacTOAMeH KHHre). 

17 TepMHH τὸ χαμηλόν 3 ΔΟΤΥΙΟ ΜΟΠΟΠΡΒΟΒΏΠΟΣ Hapaay c ἣ 
χαμηλή, CM., ΗΆΠΡΗΜΕΡ:; Hagiopolites (Raasted 29), Codex Barberinus 
Graecus ,300 (Tardo 159), Codex Vaticanus Graecus 872 (Tardo 171) 
Η Apyrve. OHAKO pad YHHUKAUHH ΟΠΘΗΜΆΠΡΗΟΜ ΤΟΡΜΜΗΟΠΟΓΜΗ 
B Mepespogze 59. ΠΡΕΠΠΟΊΘΠ ynoTpe6uTb TpaHCKPpHNLKW "XaMHJIW"” Kak 
Ooslee pacnpocTpaHeHHywh. 

18 HecmMoTps# Ha ΒΟ HCOXKMAAHHOCTh .NOABNEHMA aoristus, ja 
elle WH NepBoro ΠΗ, ApH mMepeBoge A BLIHYKOCH ΟΠΟΠΟΒΩΤΡ 
PYKONHCHOMY H3JIOKCHHWH. XOTA HYKHO OTMETHTb, YTO H B Codex 
Vaticanus Graecus 872 (Tardo 169) B 3TOM MecTe TaKKe BO3HHKaeT 
HEOKHIAHHbIN ὍΠΒΜΗΙΠ B Mpoweswce BpeMA Η συνίσταται 
CMCHACTCA Ha εὕρομεν. 

9. τὸ pacnpoctpaHeHHaA B rpeyecKoM’ My3bIKO3HAHHH 
napawienb, cM., Hampumep: AHagiopolites (Raasted 30), Codex 
Constantinopolitanus 811 (Thibaut J.-B. Traites ... 604). Hyxno 
AYMAaTb, YTO OHA HCNOMb3IOBANIACh 21H OHOOCHOBAHHA NpaBHJIbHOCTH 
ynotTpe61eHHs| HMCHHO ΤΆΚΟΓΟ KONNYeCTBAa (OHH - 12 ΒΟΟΧΟΠΉΜΙΗΧ 
Η 12 HucxogsuMx. Jina yuallHxch 3TO ΠΟΠΚΗΟ O6bIIO 3By4aTD 
yOeAMTebHO: ecIW B andapute 24 6ykKBbI, TO ECTECTBEHHO, ΤΟ B 
MYy3bIKe MOXKeT ObITh 24 choHH. OaHaKO Takoe KoNMYeCcTBO ΦΟΗΜ, 
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cKOpee scero, o6ycnoBIeHO MpescIbHbIM AHANaAIOHOM YCJIOBC- 
ywCKOPO ronoca - NO ΠΟΠΤΟΡΒῚ OKTABbI BBEpX H BHH3 OT HEKOETO 
leh Tpa. 

20 Kak 6bI ΗΜ 6bIN CTpaHeH TyT 3TOT participium passivum, ΠΡῊ 
ie pe BOE A BHOBb BbIHYXKUCH C/NEMOBATb PYKOMNHCHOMY BapHaHTy. 

21 Han TepMHHOM κρατημοκούφισμα B PYKONHCH pacnonoxeHbl 
IPYT Han ApyroM w306paxeHHA DBYX 3HAKOB: HHKHHHK - OObINHAA 
KyQ)MCMa, BePXHHH - COOCTBeHHO KpaTHMOKy(pHCMa, TO C€CTb 
COCMMHEHHE Ky@HCMb!I c KpaTHMOH. CopepiicHHO OYeBHOHO, ἯΤΟ 
062 3HaAKa 3feCb HavepTaHbl padH Toro, 4TOObI yYeHHK ΜΟΓ 
HarAQHO YBHOCTb OOFLIHOCTb WH OTIHYKMS B rpadHuKe Ky*HCMb! ἡ 
KPATHMOKYQHCMBI. 

22 Μοτορηκᾶμ BH3aHTHHcKOi MYy3bIKH CNenyeT oO6paTHTb 
BHHMM@aHHe Ha 3TO CBHJETEIbCTBO, TAK KaK rpaduKa NpHBOAALIEHCA 
3€Cb ApeBHEH NapaKIHTHKH MOXECT ΡΔΟΙΠΗΡΗΤΡ ObiITyWULHe HbIHe 
npeactaBnNeHus 06 yxKe H3BeECTHbIX (POpMax 3TOFO 3HaKa (cM. Floros 

, C. Neumenkunde .... 160). 

23 Kak MbI BHM, pyKOMHCb ΠΟΤ 3Π60» H€ OAMHOUHbIN 3HaK 
3QKMCMbI, ἃ COC#MHHEHHE pa3sIHYHbIX HeEBM C {3aKHCMOH. ITO 
COBEPUICHHO eCTECTBCHHO, TaK KaK CMbIC/) A3AKHCMbI KaK 3HaKa 
ILIMTENbHOCTH MOXKHO OCBOHTb TObKO B KOHTCKCTe HHTEPBaJIbHbIX 
He BM. 

24 HetTpyHHO ΞΆΜΟΤΗΤΡ, ITO 3HAK, NpeAcTAaBNeHHbIM Kak "πργυτγοἥ 
TOproH", ABIAeTCA COeHHEHHeM Foprona HW OMAIOHA. 

2 Tak Kak Ha3BaHHe 9ΤΟΓῸ 3HAKA 3aHHMaeT OKOHYAHHe 6 H 
Hayao 7 cTpoyKH 1.2 06., TO ero H306paxcHHe NOBTOPCHO ABAXKbI 
Ha o6enx cTpoukax. 

Henb3a He OOpaTHTb BHHMAHHe Ha Ha3BAHHe HEBMBI: ἀργὸν τοῦ 
μαΐστορος. H3pectHo, uTo Hoanny Kyxy3enio ΠΡΗΠΜΗΟΡΙΒΏΘΤΟΚ 
MHOYTO HOBOBBEJEHHH B TEOPHlO H MpakTHKy My3biKH. OHAKO He 
Bee nono6nHbie coobmeHHs! BH3AHTHHCKOH TpaaHUHH MOXHO 
mpoBepHTb. Ilo-BHauMoMy, K HHM OTHOCHTCH WH HaHMeHOBAHHe 
“aprouH Mmaructpa". Bmecte c TeM, KpaHHe HHTepecHo, 4TO ὁ 
UMCHEM 3HAMeEHHTOFO ΜΕΠΥΡΓᾺ CBA3bIBAeTCH HMEHHO apron, a He 
KakoH-1n60 πρυτοΐ 3HaK. Moxer OpiTb, 3TO obcTOATENbCTBO 
ceMyeT pacCMaTpUBaTb KaK *akTOp, CBHICTeELCTBYWWMH B NOMb3y 
Toro, To MoaHH Kyky3e1b DeEHCTBHTeEbHO Obi CO32aTeICM ΤΆΚΟΓΟ 

aprona. 
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26 ἼΤΟΘΒΙ HH NOApasyMeBaoch Now ἄλλη ὁμοία, 3TO Ha3BaHHe 
CONpoBOXKMaeT H30OpaxkeHue ΦΤΟΡΡΙ NepBoro Hxoca. 
27 TpacbHKa 9TOrO 3HaKa AaneKa OT ΦΟΡΜΡΙ O6mWeH3BecTHO! 


ᾧτορρι "HeHaHo” ¢F . 


28 O6paTHM BHHMAHHE, 4TO B KaTanore 6oNbLIMX ἩΠΟΟΤΏ3 3Hak 
σύνϑετον NOBTOpeH BTopoH paz. ΠΕΡΒΡΒΙΜ pas oH ὙΠΟΜΜΗΔΠΟΣ B 
CaMOM Hayaie 3TOFO JIMCTA. 

29 Kak yxe yKa3bIBaocb, OTCIOMa HadMHaeTcH yyebHoe NecHo- 
neHHe, aHayiorMyHoe “ΒΟΠΡΙΠΟΜΥ HcoHy’ Kyky3ens. Ero u3n0xeHHe 
NpOAOLKaeTCA ΒΠΠΟΤΡ πὸ 31.6. 

30 3ro pacneBaiouleeca mpennoxenHne (cM.doTopenposyKUHw 
yMcTa) gaeT cepbe3HbIH NOBOL AIA pa3smMblluieHHh. C oHOH 
CTOPOHbI, HEOKHJAHHOE NOABIEHHE σώματα FOBOPHT O TOM, 4TO ΠΟ 
Boe KOMMMWJIATOpa cloza ΠΟΠΆΠΟ npewoxKeHve, HenocpeaACTBe HHO 
HE CBA3aHHO€ C MpeAbUIyWIMM TeKCTOM MecHomeHHA, NGO B ero 
3AKJIIOUHTEJIBHOH WaCTH pacneBaJIMCbh Ha3BaHHA He Tell, a OONbBLUNX 
wmocta3. OqHako, C Apyroh CTOpOHbI, MAHHOe ΠΡΟΠΠΟΆΧΘΗΜΘ, Kak H 
ΠΡΟΠΡΙΠΥΙΗΜΘ HAMMEHOBAHHA HEBM, pacmMeBaeTcA Ha COOTBeTCTBY- 
IOULYIO MEJIONHYeECKyWO JIMHUW, HW MOTOMY OHO eCTECTBEHHO Mpogon- 
xaeT “ΒΟΠΡΙΙΟΜ WCOH". B pe3ynbTaTe OMHO3HAYHO TOJIKOBAaTb 
“CTBIK" 3THX pa3znenoB [peu.497 kpaitHe TpydAHo. 

Kpome Toro, cama dpa3a "τὰ σώματα λέγονται δαρτά" 1aeT HOBYIO 
\O3MOXHOCTh UIA ΤΡΆΚΤΟΒΚΗ OGNacTH MpHMeHeHHA ΤΟΡΜΜΗΔ δαρτά: 
He TONbKO KakK OMpegeneHHA ABOHHOK KCHAUMbI (CpaBHHTb 
ΚΟΜΜΘΗΤΆΡΜΗ 4, 12 uw 13 K Jpex.494), HO WM kak O603HaYeHHA BCeX 
Tel (MOxKeT ObITb, TONbKO BOCXOAAWIHX). C 3TOH TOYKH 3peHHaA 
dpasy "ἃ λέγονται δαρτά" uz Codex Barberinus Graecus 300 (Tardo 
151) HyYKHO OTHOCHTb He ΤΟΠΡΚΟ K ABOMHOM KeEHOMMe, HO HM KO 
ΒΟΘΜ ΠΘΟΤῊ BOCXODZALLMM TeslaM. 

31 Cmpicn 3Toro mpeanoxKeHHA NpOoTHBOpeyHT BCeMy, 4TO 
M3BECTHO O06 ΜΗΠΗΒΗΠΥΆΠΡΗΟΜ "XHPOHOMHYCCKOH MeATCJIbHOCTH" 
ΚΑΟΚΠΟΙΟ Tela, CM. KOMMeHTapHH 12 K [pex.494, ocobeHHO UWNTAaTy 
M3 Tpaktata ΓΆΒρΡΗΗΠπα (43, 104-106); a Taxxe: Salvo B. di. Quelque 
appunto sulla chironomia nella musica byzantina // Orientalia 
Christiana Periodica 23, 1957, 192-201; Conomos ἢ. Byzantine 
Trisagia and Cheroubika of the 14-th and 15-th centuries. A Study of 
late Byzantine Liturgical) Chant. Thessaloniki 1974,325-367; cm. 
Takke nyONHKalHH, yYKa3aHHble B KOMMeHTapHH 4 K [peu.494. He 


112 


HCKIWYeHO, YTO ΠΟΒΟΠΡΗΟ CMYTHbIe COBPeMeHHble MpeACTABIeHHA 
O gpeBHeH XHpOHOMHH He cnoco6cTByloT ΠΟΠΗΟΜΥ MH ΓΠΥΘΟΚΟΜΥ 
NOHMMaHHW ABICHHH, 3anmeyaTACHHbIX B 3TOM MpeAOXKeHHH (Kak, 
KcTaTH, Η BO qdparmente J/pex.494, κα KOTOPOMYy OTHOCHTCH 
KOMMeHTapHH 12). 

32 § nocuHTal HEOOXOAMMbIM HMEHHO Tak MepeBOANTh ἐνηχήσμα 
Η ΔΗΔΠΟΓΜΊΗΡΙΘ ΤΕΡΜΜΗΒΙ - ἤχισμα, ἤχημα, ἐνήχημα, ἀπήχημα. Bce 
OHH oO603HaAYaIH OHH HU TOT Xe ΦΟΗΟΜΘΗῊ -ὀ ΚΟΜΠΠΟΚΟ 
ΜΗΤΟΗΔΙΜΟΗΗΒΙΧ O6pa3so0BaHHH, MCMONHABLIMHCA Nepes KOHKpeT- 
HbIM NMeCHOMeHHeEM HW BKIOYaBLUIHH B cebs xapakKTepHble ΟΟΌΡΟΤΒΙῚ 
Toro Hxoca, KOTOpbIM ΠΟΚΗΤ B OCHOBe ΠΟΟΗΟΠΟΘΗΜΗ͂. Cnrenopa- 
TeJIbHO, ἐνηχήσμα BbINOJHANAa ΦΥΗΚΊΙΜΗ CBOcObpa3sHOH HacTpOMKH 
xopa Ha COOTBeTCTByIOLUHH Uxoc. Ποπροῦηθα 06 93TOM cM. B 
jlMTepaType, YKa3aHHOH B CHOCKe 6 B riase |. 

33 HanoMHWO, ἯΤΟ MMECHHO OTCIONA HAYMHAeCTCA TpeTHH pa3zyzeN 
[pex.497, TpeAcTaBAAIOWUNH cobon yueOHO-MeTOAHYeCKMX TeKCT, 
H3BeCTHBIM MO APyYTHM MCTOYHHKAM, YKa3aHHbIM paHee B OOUIeEM 
o630pe pyKONNCH. 

Kak H3BeCTHO, NepBOHaYaNbHOe 3HaYeHHe ΟΠΟΙῸΒ, 
HCNONLIOBABLUHMXCA ΠΡῊ HacTpovike, yTpayeHo (cM. AMTepatypy, 
mpHBeqeHHylO B CHOcKe 6 K raasBe 1). Ho B npouecce o6yyeHna 
6yAyWIMX NeBYHX Meped ΗΧ HACTABHHKAMM MOCTOAHHO BO3HHKalla 
HeOOXOAMMOCTb JaBaTb YYAUIMMCA O6 bACHEHHe CMbICIa pacneBa- 
;wouluxed cnorosB. HW ΤΟΙΠᾺ NOABIANMCh ΠΩΡΆΠΠΟΠΗ, OCHOBAHHbIe Ha 
OnM30cTH ΞΒΥΠΔΗΜΗ 3aragOuHbIX CNOFOB WM HayvayIbHbIx (ppa3 
HEKOTOpbIX OGLICH3BECTHbIX MeCHONeHHH, MCNONb3IOBABIUHXCA B 
6orocnyxe6HOK npakTHKe. [logo6HbIe “obbACHeHHA’ NepexoqWwin 
93 OLHOH pyKOMNNCH B ApyTryn. 

33 CopepuieHHO ΟἼΘΒΗΠΗΟ, YTO pyKONHCHOE ὁ στίχος HeBepHO H 
ΠΟΠΆΠΟ cloga MO Boe ΗΘΒΗΜΜΩΤΟΠΡΗΟΓΟ MepemucunKa M3 NpeAbi- 
nyllero npesnoxeHHsl. 3Π60» NOJDKEH O6bITh ὁ ἦχος (CM. 3TO xe 
MeCTO B H32aHMAX ΠΡΥΓΗΧ pyKOMHceH 9ΤΟΙῸ TeEKCTA). 

36 Jlanee cnemyloT BCEM H3BECTHbIe ἠχίσματα. 
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8 Sanaa & 2443, 


Translation 


The beginning of 
chanting art signs, 
sung according 
to the echos 


Fol.1 The beginning, the middle 


and the system of all ascen- 
ding and descending [signs] is 
the most melodious ison, for 
without the ison no interval 
can be achieved. At the same 
time [there exists] another 
explanation of the ison: the 
ison is {a sign] with phonation 
but without interval!. How- 
ever, it can also be said as 
follows: the ison has phona- 
tion but has no measuring?, 
that is, in melos it has 
phonation on a [certain] deg- 
ree of metrophonia? [but] has 
neither ascending nor descen- 
ding intervals, but [just] 
equals [the preceding sound]. 


Question. How many 
[basic]* signs are chanted in 
the [art] of Papadike? 

Answer. Three: the ison,the 
oligon and the apostrophos, 
that is, equality”, raising and 
lowering, for in any case of 
equality {with the preceding 
sound] the ison is chanted, in 
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The beginning 
of signs according 
to the Damascenes 


Each passage is chanted 
according to its own tone: the 
beginning, the middle and the 
end are the basis of all signs 
both of rise and fall. The right 
long [sound] is ... even, but 
the uneven sound is wrong. 
Another interpretation: the 
long [sound has] phonation. 
Then the Damascene says: 
“There is the phonation in it”. 
And we shall falso] say 
something to interpret it: a 
long [sound] has phonation 
without interval. We also say 
about the the long [sound] 
that it has phonation, but if 
we try to analyse the melo- 
dies, we shal] find no interval 
in them - neither in raising, 
nor in lowering, but just a 
[long] sound. 

Question. How many signs 
do the Damascenes chant? 


Answer. Three: long, soun- 
ding higher and sounding 
lower. We speak about the 
long [sound] in raising and 
lowering. 


———— ee = 


case of raising the oligon is 
chanted, and in any case of 
lowering the apostrophos is 
chanted. 

Another question again. Question. How many signs 
How many ascending and are chanted up and down 
descending interval — signs® according to the Damascene? 
exist in this [art] of Papadike? 

Fol.lv. Answer.'4 [Of them] 8 are Answer. 14: 8. for raising 
ascending ones. They are: the and 6 for lowering. 
oligon,the oxeia, the petasthe, 
the kouphisma, the pelaston, 
the dyo  kentemata, — the 
kentema and the  hypsele. 

There are 6 descending 
(signs]: the apostrophos, the 
dyo joint apostrophoi, the 
elaphron, the hyporroe, the 
kratemohyporrokatabasma 

and the chamele. They have 
intervals as _ follows’: the 
oligon, — -i phone, the 
oxela Y~ - |, the petasthe 65 
- |, the kouphisma @y&y - l, 


the pelaston Y - 1, the dyo 
kentemata ΝᾺ -ὀ Ϊ, the 
Κοηΐϊδ δ - 2 and the 


hypsele Δ -4. Such are the 


ascending signs. 

In their turn, the 
descending [signs have 
intervales] as follows: the 


Fol.2 apostrophos > -| 
[phone], the dyo 
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Fol.2v. them and 


[apostrophoi] >) -l, the 
elaphron f\ -2, the hyporroe 
«{ -2, the kratemohyporro- 


katamabasma® “Bey -2,and 


the chamele X -4. 


They are distinguished into 
bodies and spirits. There are 6 
ascending bodies: the oligon, 
the oxeia, the petasthe, the 
kouphisma, the pelaston and 
the dyo kentemata. The 
descending [bodies] are 4: the 
apostrophos, the dyo joints 
apostrophoi, the kratemo- 
hyporrokatabasma and _ the 
hyporroe?. Besides, there are 
4 spirits! -2 ascending and 2 
descending ones. Among the 
ascending spirits there are the 


kentema \ and the hypsele 


Z , and among the descen- 


ding ones there are the 
elaphron χὰ and the 


chamele!2 X . 


[Question]. And how are 
the spirits chanted?! 


[Answer]. Because when 
[the bodies] are found before 
the spirits, they subordinate 
make them 


non-interval ones!4. While in 
"The Hagiopolites"!> it is said 


Interpretation: these sym- 
bols are distinguished into 
bodies and spirits. The ascen- 
ding bodies are 6 and the 
descending are 4. There are 4 
spirits (on the whole): 2 
ascending and 2 descending 
ones. 


Question. Why are they 
called spirits and where are 
they found? 

Answer. A spirit is like a 
king and a body is like a 
servant, and there can be no 
body without spirit. 


why they are called spirits: 
because they [themselves] do 
not-form intervals and are not 


put without other signs!®, 
Thus, the chamele cannot be 
placed without the apostro- 
phos!’, Similarly without the 
oligon, or the oxeia, or some 
other tones I[ could by no 
means find the hypsele!8. 

[Question]. And without 
the apostrophos ? 

[Answer. Without the apo- 
strophos] we do not find the 
elaphron. But if we find any- 
thing like it, we think it is 
blameworthy. The kentema 
without another tone is not 
used [either]. Although it 
forms intervals, it is not used 
alone. 

We shall speak again about 
the signs. These signs are the 
following: 14 [signs] form 24 
phonai - 12 ascending and 12 
descending ones. Count and 
you are certain to find them. 
Observe the author having 
created them in such Papadi- 
ke. For just as in the Holy- 
[Scripture] there exist 24 
letters, so in this ait he 
created 24 phonai!?, Among 
them there are 14 signs and 
24 intervals. Whatever you 
find [besides those], know, 
the pupil questioned29, that 
they are without interval. 


117 


We shall speak about 14 
signs, which correspond to 24 
intervals: 12 ascending and 12 
descending ones. Search for 
them and you will find them, 
because the Great Teacher 
searched for them and found. 
Just as in the Greek alphabet 
there are 24 letters, so in 
"The Sticheration” we can see 
24 intervals. Among’ them 
there are 14 signs and 24 
intervals. 

All the signs that you will 
find exept them, are non- 
interval signs. 


Fol.3. They are: the diple vy , 


the bareia . , the kulisma 


“hrs . the kratema “.-, 


the antikenoma - 9 _, the 
antikenokylisma yw, , the 


kratemokouphismaz?! tay 
the thematismos @gu , the 
thema haplun Sm , the 


epegerma ave , the enarxis 


ΕΣ , the parakalesma Ἕ , 


another sign of parakalesma 


il , the gorgon gm , the 


strepton i ἃ , the tromikon 


ὃ. , the homalon ὝΖ., the 


xeron klasma gy, the 


parakletike ἔπ, , another 
(ancient parakletike]22 —e_ , 


Fol.3v. the synagma A , the 


syntheton = , the piasma 


\ , the seisma nh Me the 


psephiston | / , the metreton 


779 , «the tromikoomalon 


ζ 2, the tromikosynagma A= 


, the psephistosynagma fo , 


the diplohomalon "= , the 
tzakisma23 wy ,the apoderma 
“y- , the argia 4 , which is 


also called the stauros, the 
gorgon π΄, another gorgon24 
a , the argon of Maestro 
|Koukouzeles]2?> τ, the 


phthora of the IV [echos] Q 
the phthora of the IV Plagal 
[echos] $ the phthora of the 
II Plagal [echos}  , the 
same [phthora]?° ὦ, the 
phthora “nenano"2/eG,_ , the 


Fol.6 These bodies are called "darta">°, They are all cheironomized 
according to one and same cheironomia*!. 


With Holy God the beginning of explaining tunings*?. 


Question 33, What is tuning? 

Answer. Tuning is covering the whole echos. For example, I 
sing something: "anane anes”. 

Question. What is “anane anes"? 
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Answer. “Save me, Our Lord and remit"4. For the one who 

begins should begin with God. Just as all Christians 

Fol.6v. prefer to begin with the small “Trisagion” [chant], so they 
recide a verse, nainely: "Jesus Christ, Our Lord, God Almighty". 
So in order to sing something we should do it in the same way. 
Therefore the echos is chanted first?>. 

Question. How is the second [echos] tuned? 

Answer. "Neanes”. 

Question. What is "neanes”? 

Answer. "Lord, remit". 

Question. And how is the third echos tuned? 

Answer. Aneanes. 

Question. What is “aneanes”? 

Answer. "Comforter, forgive”. 

Question. And how is the fourth echos tuned? 

Answer. “Agia”. 

Question. What is “agia"? 

Answer. Cherubs and seraphs, that is, the Holy Trinity sung 
and praised by them. Remit, forgive me and come into me [so 
that 1 could] praise Thee by a worthy hymn, Thee, the 
inseparable Deity. With Holy God, the beginning of tuning... 96. 


Comments 


! The term φωνή used in Byzantine and Post-Byzantine literary 
monuments on musical theory is polysemantic. It was used to define 
the most diverse objects, but more often then not it meant the 
sound, the voice, the interval, the degree of scale and the notation 
sign itself denoting an interval. Only the context of a certain passage 
can specify the concrete meaning of φωνή in every given case. Here 
the subject under consideration is the ison which does not denote 
the interval between sounds and from this viewpoint it is ἄφωνον. 
However, the same ison indicates the pitch repetition of the 
preceding sound and therefore is ἔμφωνον. 

2 There is no doubt that the manuscript ρυϑμός - is none other 
than ἀριϑμός written incorrectly. The term ἀριϑμός was understood 
as ὁ ἀριϑμὸς τῶν φωνῶν (a number of phonai), indicated by each 
sign. Φωνή is a designation of an interval between two adjacent 
mode degrees: one phone separates two consecutive degrees, two 
phonai separate the degrees which are a third apart from each other, 
three phonai separate the sounds forming a fourth etc. Thus, a 
phone is a unit of measuring interval distance, a certain ἀριϑμὸς 
πρῶτος, whereas the ison has no measuring for it denotes the 
repetition of the pitch level of the preceding sound, that is, the ison 
does not indicate the interval as such. 

3 μετροφωνία is chanting only from interval signs, without the 
great hypostases. Metrophonia was considered to be the first stage of 
the future chanters' professional training. Here is the evidence of it, 
given by Gabriel: 

"Ἔστι yap οἷον ἀρχὴ καὶ "Metrophonia is the beginning 
ϑεμέλιος ἡ λεγομένη μετροφωνία. and the basis of the art of 
Ταύτην γὰρ ὁ καλῶς μετελϑὼν Chanting. He, who has studied it 
ρᾳδίως ἄν καὶ τἄλλα τῆς ψαλτι- well, will easily master other 


_ ; ' ὶ ͵ lsubtleties! of the art of chanting 
K κτήσαιτο. YOPIC SE TALT ἱ 4.4 ἐν ««ἱ τ 

15 τὴ x Ὁ $ fy Ε "8 and without it no chanter can do”. 
οὐδὲν KaTOPY@KwWS εἴη ἂν O 


ψάλτης" (Gabriel 90, 588-590). 


4 It is the "basic" signs that are implied here, namely, the ison, 
the oligon, and the apostrophos, which are a certain embodyment of 
the three main directions of the melodic line movement: the 
repetition of a pitch level, its raising and its lowering. 
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> Both, the above-mentioned icacpov (line 17 of the Greek text 
on this folio) and ἱσότης denote the “equality” of the sound pitch 
which results from repeating the preceding sound. 

® Strictly speaking, there are no “ascending” or “descending” signs 
whatever; there are only ascending or descending intervals, marked 
by certain symbols. But Greek musicians used to attribute to 
neuments the features of objects defined by them, which resulted in 
the concepts of "ascending" and “descending” signs being formed in 
their mind. Those, who study Greck texts on musical theory, should 
accept this conventionaly and take it into consideration. 

7 That is ἀριϑμός phone, which is marked by each sign. 

8 As the term to KpatnpoiindppoxataBacpa takes up two lines in 
the manuscript, the scribe repeated the sign twice: first, between the 
second and the third lines and then between the third and the fourth 
lines in order not to leave space above the text. 

It is generally accepted that in Middle Byzantine notation there 
existed a neume τὸ xpatnpoiindppoov, which denoted two 
consecutive descending seconds in a certain rhythmical succession. 
There is historical evidence that the term κρατημοῦπόῤῥοον, was 
sometimes replaced by κρατημοκατάβασμα. Thus, for example, in 
Codex Lavra 1656 it is written: "κρατημοκατάβασμα, 6 λέγεται 
κρατημοῦπόῤῥοον" (Tardo 219) - "The kratemokatabasma which is 
also called the kratemohyporron”. In this manuscript commented, 
however, we can find a new word formation κρατημοῦπορῥ 
οκατάβασμα, composed of both terms mentioned above. This word 
is unlikely to have been mysterious to Greek musicians, because its 
components (κρατημοῦπόῤῥοον and κατάβασμα) were the terms 
indicating one and the same interval sequence. 

From the conventional point of view the contents of this 
passage are something unusual because the hyporroes and _ the 
kratemohyporrokatabasma are found in the group of descending 
bodies. However, all sources unanimously claim that the hyporroe 
“neither a body, nor a spirit". The kratemohyporrokatabasma also 
denotes two descending seconds and hence cannot belong either to 
the bodies or to the spirits. Thus, the interpretation of those symbols 
here is somewhat different from the generaly accepted one. 

10 The manuscript Si(o)(=8bo) is apparently a slip of the pen. It is 
proved by the whole contents of the sentence. 
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ll As καὶ ὑφηλὴ tov ἀνιόντων takes up the second half of line 16 
and the beginning of line 17, the graphic representation of the 
hypsele is repeated twice on each these lines. 

12 The shape of the chamele in the manuscript is given twice on 
one and the same line. 

'3 This small interrogative sentence does not have ἃ single 
meaning as it may seem at first sight. The verb λέγω may mean both 
"I call" and “I sing" here. If rpoSempia had implied the first of these 
two meanings (‘And how are the spirits called?"), then the following 
answer has nothing to do with this question, for it implies the 
etymological explanation of every name of the spirits, wich 1s so 
typical or Byzantine and Post-Byzantine manuscripts on musical 
theory. However, after the question something quite different is set 
forth, namely, one of the notation rules. In that case it should be 
assumed that the compiler omitted the continuation, which followed 
in the original, and "shifted off" to another part. 

If λέγω means "I sing" here, then the following text might be 
interpreted as one of the spirit singing rules. However, even then one 
cannot be sure that the scribe did not make a lapse. 

4 If one follows the manuscript text literally, then, taking into 
account that the subject which has just been considered is πνεύματα, 
the translation should be as follows:"Because, when [they = 
πνεύματα] are found before another sign [= σῶμα], they [?] 
subordinate them [2] and make them non-interval”. Irrespective of 
what is meant by the questions in the independent clause of this 
sentence, the meaning of the subordinate clause is absolute nonsence 
from the standpoint of Byzantine notation rulés. The generally 
accepted principle is quite the opposite:"... πνεύματα ... ὑποτάσσουσι 
τὰ ἑαυτῶν σώματα ..., ὅταν ἔμπροσϑεν αὑτῶν τεϑῶσιν" (Welesz E. Die 
Rhythmik...,630-631)- °...The spirits subordinate their bodies...when 
they [=bodies] stand before them." Therefore this passage should be 
considered spoiled. Even if the manuscript text had accurately fit the 
notation rule, and σώματα had been inserted after Ev9a, the dubious 
character of the singularis of ἑτέρου σημαδίου would still have been 
apparent. The correct variant is likely to be as follows:"610 τὶ ἔνϑα 
«σώματα; εὑρεϑῶσιν ἔμπροσϑεν «πνευμάτων» ὑποτάσσουσιν αὑτῶν", 
The translation was done according to this reconstruction. 

15 “The Hagiopolites” (Αγιοπολίτης) is ἃ famous literary 
monument of Byzantine musicology. The latest edition of this text 
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and its analysis is :The Hagiopolites. A Byzantine Treatise on musical 
theory. Preliminary edition by J.Raasted.Copenhagen, 1983 (Cahiers 
de I'Institut du Moyen-Age grec et latin,45). 

l6 The correct meaning of the text is lost without a particle μή, 
which was evidently left out in the manuscript. 

One cannot find this affirmation in the know text of "The 
Hagiopolites” but it is often met in the manuscripts of later periods 
containing other special sources (see examples of Greek musicology 
published in this book). 

17. The term τὸ χαμηλόν was not infrequently used side by side 
with ἡ χαμηλῆ,. see, for example: Hagiopolites (Raasted, 29), Codex 
Barberinus Graecus 300 (Tardo 159), Codex Vaticanus Graecus 872 
(Tardo 171) and others. However, to use consistent terminology | 
preferred to use the transcription of "the chamele" in translation as 
the most wide-spread. 

8 Notwithstanding the unexpectedness of goristus in the text, and 
in the first person at that, I had to follow the manuscript text in my 
translation. It should be noted, though, that in the same place of 
Codex Vaticanus Graecus 872 (Tardo 169) an unexpected "shift" into 
the Past Tense arises likewise and συνίσταται is replased by εὕρομεν. 

[9 This parallel is quite common in Greek musicology, see,for 
xample: Hagiopolites (Raasted 30), Codex Constantinopolitanus 8]1 
Thibaut. Trait'es... 604). It is very likely to have been used to 
Substantiate the correctness of using that very number of phonai, that 
is, 12 ascending and 12 descending. This must have sounded rather 
convincing to the pupils: if there are 24 letters in the alphabet, it 
seems natural that in music there should be 24 phonai. However, this 
number of phonat is likely to depend on the maximum range of the 
human voice - one and one-half octaves up and down a certain 
centre. 

20 Strange as this participium passivum may seem here, in the 
translation [ had to follow the manuscript variant again. 

21 There are figures of two signs placed one above the other over 
the term κρατημοκυύφισμα in the manuscript: the lower is the 
ordinary Kouphisma, and the upper one is the kratemokouphisma, 
which is a constraction of the kouphisma and the kratema. It is quite 
obvious that both signs are drawn here for the pupil to be able to see 
clearly the likenesses and the differences in the graphic 
representation of the kouphisma and the kratemokouphisma. 
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22 The historians of Byzantine music should pay special] attention 
to this evidence, because the graphic shape of the ancient parakletike 
given here may add to the existing notions of the forms of this sign 
that are already known (see: Floros C. Neumenkunde ..., 160). 

23 In the manuscript here we can see not a single sign of the 
tzakisma but a conjunction of different neumes with the tzakisma. It 
seems quite natural, since the meaning of the tzakisma as a duration 
sign can be understood only in the setting of the interval neumes. 

44 One cannot fail to notice that the sign represented as “another 
gorgon" is a conjunction of the gorgon and the homalon. 

25 As the name of this sign occupies the end of line 6 and the 
beginning of line 7 of folio 2v., its figure is repeated twice on both 
lines. 

The reader schould note the name of the neume ἀργὸν tod 
μαΐστορος. It is known that many innovations introduced into the 
theory and practice of music are ascribed to Joannes Koukouzeles. 
However, it is the next to impossible to verify everything of this sort 
in Byzantine tradition, for examply, the name "the argon of the 
Master". At the same time it is highly interesting that it is the argon, 
and not any other sign, that is connected here with the name of the 
famous melourg. This circumstance may be considered as a kind of 

evidence of loannes Koukouzeles having created such argon. 

26 Whatever may have been implied by ἄλλη ὁμοία, this name 
accompanies the shape of the phthora of the first echos. 

27 The graphic representation of this sign is different from the 


form of the well-known "nenano” phthora ¢¥ . 


28 It should be noted that in the catalogue of the great hypostases 
the sign σύνϑετον is repeated for the second time. 11 was mentioned 
first in the beginning of this folio. 

29 As has already been noted, the training chant, similar to “The 
Great Ison" of Koukouzeles, starts from this point. It continues as 
far as fol.6. 

30 This chanted sentence (see the photocopy of the folio) deserves 
some comment. On the one hand, the unexpected apperance of 
σώματα here shows that the compiler included a sentence not 
directly connected with the previous text of the chant, because the 
names of the great hypostases, and not those of the bodies, were 
chanted in the final part. However, on the other hand, the given 
sentence, as well as the preceding names of the neumes, are sung 
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acording to the corresponding melodic line and in this way “The 
Great Ison" naturally continucs. As a result, it is extremely difficult 
to explain difinitively the linking of the "joint" of these two parts of 
Greek 497. 

Moreover, the phrase “ta σώμα λύγονται dapta” allows us to 
interpret the term δαρτὰ not only as the definition of the dyo 
kentemata (compare comments 4,12,and13 to Greek 494), but also as 
the designation of all bodies (perhaps, only of those ascending). 
From this point of view the phrase “& λέγονται Sapta" from Codex 
Barberinus Graecus 300 (Tardo 151) should be referred not only to 
the dyo kentemata but to all six ascending bodies. 

31 The meaning of this sentence is at variance with everything 
that is known about individual "“cheironomia activity" of each body 
(see comment 12 to Greek 494, the quotation from Gabriel 48, 104- 
108, in particular; also: Sa/vo 8. di. Quelque appunto sulla 
chironomia nella musica bysantine\\ Orientalia Christiana Periodica 
23,1957, 192-201; Conomos D. Byzantine Trisagia and Cheroubika of 
the [4th and 15th centuries. A study of Late Byzantine Liturgical 
Chant. Thessaloniki 1974, 325-367; see also the publications given in 
the comment 4 to Greek 494). It is not impossible that vague modern 
ideas of ancient cheironomia do not contribute to deep and 
profound understanding of the phenomena imprinted in this 
sentence (as well as in the excerpt of Greek 494, referred to in 
somiment [2). 

32 1 thought it necessary to translate ἐνηχήσμα and the similar 
terms ἤχισμα, ἤχημα, δνήχημα, ἀπήχημα in this way. All of them 
denoted one and the same phenomenon, namely, the combination 
of intonation forms which were to be performed before a certain 
chant and included the characteristic turns of the echos underlying 
the chant. Hence, ἐνηχήσμα worked as a peculiar tuning of the choir 
on the necessary echos. For more information about it see the works 
given in footnote 6 of Chapter t. 

33] would like to remind the reader that the third part of Greek 
494 starts at this point. It is a training text, which we know from the 
other sources mentioned above in the general survey of the 
manuscript. 

34 The original meaning of the syllables, used in tuning, has been 
lost (see the literature given in footnote 6 to Chapter 1). But it was 
often necessary for the teachers to explain the meaning of the 
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chanted syllables to the pupils in the process of training. [t was then 
that some parallels, based on sound proximity of mysterious syllables 
and initial phrases of certain famous chants used in divine services, 
would arise. Such “explanations” passed from one manuscript to 
another. 

35 It ja quite evident that the manuscript 6 στίχος is incorrect and 
got here from the previous sentence owing to the scribe's negligence. 
Ἦχος should be here instead (see the same place in editions of other 
manuscripts of this text). 

36 Then the generally known ἠχίσματα follow. 
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[naea {Π] 


VepycatMuMcKWi KantodoHapb 


IbAKOHa CuHaliHa 


(I peueckasi 498) 


Ilo BHEWIHEMy BHOY 3TOM pyKONHcH HeTPyHHO NOHATb, 4TO 
cyiboa ee ObLia He3aBHaHOH. B TeyeHHe cBoeh OypHOH XH3HH OHA, 
Kak BHJHO, NOObIBaIa BO ΜΗΟΓΗΧ CIOXKHbIX NepHneTHAx. Ifourn sce 
JIHMCTbBI 66 pa3po3HeHbl. BepxHMe YacTH AMCTOB ObIIN KOrla-TO 
OYCHb CWIbHO NMOAMOYeHbI. He u36exXKana pyKONUCh HM ΟΓΗΞ: ΟΠΕΔΡΙ 
ero eHCTBHA BHAHbI NO KpasimM AMCTOB. 

ΠΡῊ noxynke kKonneKkunv Tlopdupux YcneucKoro pyKonNHcb 
ObL1a OXapakTepH30BaHa Tak: “OTpBIBOK 93 yUeOHHKa HOTHOTO 
LICPKOBHOrO Me€HHA CTpoyHoro MmMcbMa XVII Beka, B YeTBEpTylO 
mom acta, 14 nucrosp (M3 MVepycanucxow On6nMoTeKN ΟΒ[ΞΤΟΓΙΟΙ 
[po6a) (Tpey. CCCCXCVITD". 

IIpencranseTcs, YTo TaKas DaTHpoBka He COBCeM BepHa. CKopee 
BCeEMO, PyKONHCbh HYKHO OTHECTH K cepegHHe XVI Bexa?. Uto xe 
KacaeTCA YTOUHEHHbIX pa3sMepcs 66 JIMCTOB, TO OHH Takue: 210x160. 

3HaKOMACh Cc ΟΠΜΟΔΉΜΟΜ 3TOKW pyKOMHCH, Mbil AOJDKHbI 
NOCTOAHHO ΠΟΜΗΗΤΡ, ITO B ΗΔΙΠΟΜ pacnops>KeHHH HAXOAHTcs! HE 
LIEMbHbIM KOZCKC, a TOKO ero HeOonbulat YacTb. bonee Toro, y 


| Oruet Μμπερατοροκοῦ HyGrnunoh δμηδπμοότοκη 3a 1883 rom. Canxt-Iletep6ypr 
1885, 162, N 109. 

2 BoasHle ΞΗΆΚΜ no Tully Tex, KOoTOpbie 3apervcTpuHposanb! HI]. ΠΗΧΑΊΕΒΡΙΜ: 
Jluxayee Η.Π. Maneorpacpwueckoe 3Haveniie GyMAKHbIX BOMAHbIX 3HAKOB. 1.2. 
Cankt-Ietep6ypr 1889, N 3422 (1538r.) u T. 3 N 618 (1552 r.), N 3425 (156Ir.) 
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Hac H€T HHK&aKOH BO3MOXHOCTH Make NpHONM3HTeNbHO ycTaHo- 
BHTb, B KaKOM MecTe HeKorga ΠΟΠΗΟΙῸ WepycanumckKoro KoeKca 
ἨΔΧΟΠΠΜΟΡ 3TH 14 πμϑοτοβ. [IpaBaa, cofepxaHHMe 3aKuI1I0UH- 
TeNbHOrO JIMCTa C BNaLeIbYeCKOH 3ΞΑΠΗΟΡΙῸ (ΟΜ. Π8Π66) MaeT HEKOTO- 
pbId MOBO ΠΡΟΠΠΟΠΆΓΑΤΡ, ἯΤΟ OH MOF ObITh 3aKTIOYHTEIIbHbIM 
JIMCTOM BCcero KogeKca. TaKOMY TOJIKOBaHMIO KaK 6yATO COOTBET- 
CTByeT TO OOCTOATeJIBCTBO, YTO HMeEIOLIHHCHA B HalveM pacnopsxe- 
HHH OTPbIBOK HaYHMHaeTcA c MecHonNeHHs. B pe3yibTaTe MOXHO 
6bUIO Obl MPHHTH K BbIBOAY, ITO HEM3BecTHbIM HaM Hepycanum- 
CKMH KOMeKC HaYHHaAIcA MeCHONeHHAMH HM 3ΔΒΟΡΙΠΆΠΟΗ HM3s10xKe- 
HHeM TeEOpHH My3bIKH. OqHakKO TaKoe pacnonokKeHHe MaTepHaa B 
pykonvcuw (cHadala MecHOMeHHs, ἃ NOTOM - TeOpHA) HacTOsbKo 
HeoGbIYHO, YTO MOMOGHbIe OOpa3ubl ΒΟΟΟΊΗΘ HEH3BecTHbI. [lostomy 
nepBoe Halle MpesANoNoKeHHe AOCTaTOUHO YA3BHMO. 

C Tem xe ycmexom 11.14 06. MOXHO pacCMaTPHBaTb KaK 3aKIb- 
YATeENbHbIN NHCT προϑεωρία, MOCNe KOTOPOHK cNeqOBao Μ3ΠΟΣΚΘΗΜΕ 
coOcTBeHHO HOTHOTO TekcTa. UTo xe KacaeTCHd MeCHOMeHHA, 
HayvHalowero [pexr.495, TO OHO He MpOTMBOPeyMT TaKOMY Tpegno- 
NOKeHHWO, TAK KAK B HEKOTOPbIX PpeYeCKHX PyKOMHCAX προϑεωρία 
WM3laraeTca nocne ᾿᾿ΒΟΤΥΠΗΥΘΠΒΗΟΓΟ ΠΟΟΗΟΠΘΗΜΞ (ΟΜ. ΗΔΠΡΉΜΕΡ: 
Codex Docheiarius 380, Codex Xenophontus 144, Codex Xenophontus 
153)3. Bonee Toro, H3BECTHbI pyKOMHCH, Me πὸ προϑεωρία M3sara- 
IOTCH Ba, TPH HW Dake OoNbliiee YNCNIO NecHONeHHHK (HanpHmep: 
Codex Panteleimonus 972, Codex Xeropotamus 373, Codex Docheiarius 
332. A B Codex Panteleimonus 1017 (Haxano ΧΝῚ BeKa) προϑεωρία 
HaYHHaeTCA ΤΌΠΡΚΟ c Π. 106°. 

OaHako HU 3TO MpesznonoxKeHHe TakxKe JOCTATOYHO COMHH- 
TeNbHO. M60, Bo-NepBbIX, OHO NPOTMBOPeYNT MpHcyrTcTBHIO ΒΠᾶ- 
HenibuecKoH 3anvcn Ha 1.14 06., a, BO-BTOpbIx, - Η 3TO CaMoe 
ΓΠΆΒΗΟΘ - cofepxKaHHe [pex.498 OYeHb TpyHHO ONpeNeNHTL Kak 
προϑεωρία B OOWEMpPHHATOM NOHMMaHHH. UntTaTenb caM CMOXEeT 
yOeMHTbCA B TOM, CKOJb HEOObMHO OHO NO cpaBHeHHW c Tpawi- 
LIMOHHBIMH OOpa3llaMu STOFO *KaHpa. 


3 Στάϑης Td Χειρόγραφα.. A, 540. B, 91, 110. 
4 Ibid., A, 222,325, 359,382. 
Ibid., B,446, cm. Takoxe: Codex Vatopedi 1425, Codex Meteora, Metamorphosis 56 
(Χατζηγιακουυμὴς Μ. Xeipoypaga ἐκκλησιαστικῆς μουσικῆς. 1453-1820. 
᾿Αϑήνα 1980, 120-121). 
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B TekcTe 3aKI0OUNTebHOTO MecHoneHHA /pex.498, momora- 
jOUerO pacKPbITb HeKOTOpble TaHHbI ero co3maHHA (OH O6yzeT 
ΠΡΗΒΟΠΘΗ Manee), KOMeKC Ha3bIBaeTCA τό καλιφωνάρι ( Sic). Ho 9ΤῸΤ 
TepMHH Goble CBHAeETeEIbCTByeT 06 OCOOeEHHOCTHX MY3bIKaJIbHOTO 
MaTepHana (καλοφωνικός), HEXEJIM © CaMOM KOseKCe HU ero 
conepkaHHH. EQWHCTBEHHOC, O ΘΜ MOXHO FTOBOPHTb C ποοταᾶ- 
TOYHOH CTEMeHbWO YBePpeHHOCTH, 4YTO Nepea HAMM - He pa3po3HeH- 
Hbl¢ ΠΗ͂ΟΤΒΙ, a ΠΟΠΡΗΒΙΪ dparMeHT 663 BCSIKMX MpOMycKOB ἡ 
“o6ppiBos’. B 3TOM HeETpyHHO yOeaMTbCA, ConocTaBlsadA conepxKaHHe 
TeKcTa ΠΡῊ Mepexoge OT ΟΠΗΟΙῸ JIMCTa K Apyromy. 

Kak ykKe ΟΥ̓ΜΕΊΘΗΟ, PYKOMNMCh HAYMHACTCH C KaKOFO-TO HeH3Be- 
cTHOTO necHoneHns (ππ.1-1 06.), pacneBaioulero Ha CNOrM Tepepe, 
ΟΤΟΠΡ MONYAAPHOTO AIS κρατήματα. WM geicTBHTeIbHO, 3aKNWYH- 
TeJIbHbIe HHTOHALMH 3TOTO MECHOMeHHA NOYTH ΜΠΘΗΤΜΊΗΒΙ H3BECT- 
HOMY COYHHEHMIO Moanna Kyxysena "Αὕτη ἡ ἡμέρα Κυρίου". Ho 
3TO HabmOgeHNe eile Tpe6yeT yTOUHEHHH. 

3apepwiaeTcas mecHoneHWe B BepxHeHw yacTn 11.1 οὔ. MW 3nech, B 
LleHTpe Toro xe WHCTa, pacnonaraetch He6onbWIAN παραλλαγή, 
cocTosujaad Bcero 93 MATH cTpoK. Ee HOTHbIM MaTepHasl BeneT 
rojioc NeByero "epe3 BCe ἦχοι C TAKUM TeKCTOM: 

"Ἐν to (=H) 83ληβεί(σ)ϑε (ΞΞϑλίβεσϑαι) μὲ 
εἰσακούσων (Ξεισάκουσόν) μου 

τοῶν οδηνον (Ξτῶν ὠδίνων) 

Κὺριε, εσηκραζο (ΞΞΕἐκέκραζα)." 

("Tocnogv, - ΒΟ33Β4Π 343. Β ΟΚοΟρόμ MoeH, - ycrbIllb ΜΕΗΞ [H] 
cTpaxiylnx"). [ΠΠΟΠΟΟΗΡΙΘ ynpakKHeEHHA, MpH3BaHHbIe ΠΟΜΟῚΡ 
MeBYeMY OPHEHTHPOBATbCA B CHCTeEMe HXOCOB, BCTpeyaloTcs BO 
ΜΗΟΓΗΧ MY3bIKAJIBHbIX PYKOTIHCHAX. 

Β HywKHeH smeBoH YacTH Toro xe sAMcTa I o6. YepHbIMH 
ΘΡΗΜΠΆΜΗ pyKoHw Ilopdupusa YcnencKoro Hanncano: 

“CMOTPH 3TO caMoe B CHHancK(on) pyKonNcHn 


y MeHs# Nog πμτεροΐ 9". 

HM napamienbHo ὁ 3TOH 3aNMCbIO HaYHHaeTCH MY3bIKAIbHO- 
TeOpeTHYeCKMH TeKCT HalueH ΡΥΚΟΠΗΟΗ. 

Ero ΠΟΡΒΒΙΠΪ pa3gen pacnonaraetca oT π.] 06. πο 1.4. τὸ 
Οὔ ΗΟ HEG6OMbLUCe COUNHEHHE NO TCOPHH MY3bIKH, BKTIOUaWLUee 
B ce6a BCe MPHHSATble B TAKMX CyYaNx Naparpadphl. 3π60}» δυπγιπμ 
ΠΟΒΉΜΜΝ 3HAKOMHTCA C ONHCAHHEM HHTEPBAJIbHbIX 3HAKOB, C 


9° 13] 


OCHOBHbIMH MpaBHaMH "MOAYHHEHHS OHHX 3HAKOB ΠΡΥΤΗΜ, a 
Takxe C ΚΑΤΆΠΟΓΟΜ ΟΟΠΡΙΠΗΧ MNocTa3 HW ᾧτορ. JpyrHmMy cOBaMH, 
9TOT ΡΏΞ3ΠΟΠ HHYEM OCOGeHHbIM He MpuMeyateteH. IIpapaa, vu B 
HEM BCTpeYyalwTcs! HeEKOTOpble HeOKWMaHHOCTH. Hanpuvmep, ΠΡΗ 
MepeyHceHHH GOMbLUHNX HNOCTA3 Mbl CTOJIKHEMCA C ΤΆΚΗΜΗ peko 
YMOMHHAIOWIHMHCH HEBMaMH, KaK διπλομαλόν HW μικρομαλόν (cM. 
TEKCT H KOMMeHTaApHi 27). A Nocne HW3N0KeHHA CHCTEMbI Top 
BOpyr NMOABISeTCH OObsSICHEHHe 3HAKA HNMOppoH, KOTOpoe no 
ΤΡΆΠΜΙΜΗ ΠΟΠΚΗΟ NMOMeLIaATbCA NocNe pa3zgzena, NOcBALIeHHOrTO 
TeaM HW AyxXaM, HOO ἩΠΌΡΡΟΜ, KaK HM3BeCTHO, "HH Teo, HH Jyx’, 
ΧΟΤΗ H HHTeEPBAJIbHbIN 3HAK. OHaKO, 38 HCKIIOYCHHEM ΤΆΚΗΧ 
He3HAYHTeJIbHbIX OTCTYMICHHH OT HOPMbl, B WesIOM cosepxaHHe 
nepsBoro pa3gena [per.49§ HuYeM CYLUCCTBeEHHbIM ΗΘ OTJIHYAeETCA OT 
MHOPOUHCJICHHbIX TEKCTOB ΠΟΠΟΟΉΟΓΟ powa. 

3aTeM B KOHUe J1.4 Kak 6yaTO NOABIAWTCH BCEM HM3BECTHLIC 
HeEBMbI HM MOAMMCAHHbIc NOL HAMM HaHMMCHOBAHHA: oov, ὀλγίον, 
ὀξεῖα. .. AM Kaxkgbih, KTO XOTb CKONbKO-HHGyab 3HAKOM ὁ 
pacnojloxkKeHHeM MaTepHana B AHWIOrMYHbIX ΠΟΒΊΘΟΚΗΧ PYKONHCHX, 
cpa3y ΚΘ BCNOMHHT o ΒΟΠΡΙΠΟΜ HcoHe”. Tem 6onee, 4TO ero 
ΠΟΞΒΠΘΗΜΘ 30e€Cb BMOJIHE ECTECTBEHHO H COOTBETCTBYeT NPHHSATOMY 
y4ueOHOMy MWaHy, Kora noclte OCBOCHHS TeopeTHYeCKOTO 
MaTepHasla YYCHHK AOJLKEH Obl HENOCpeACTBEHHO MpHcTyNaTb yxe 
K NepBbIM NMpakrMyecKHM waramM. Torma-TO HW BO3HHKaA 
HeEOOXOAMMOCTb B ΒΟΠΡΙΙΟΜ HCOHe". 

OgvHaKO TO, 4YTO ΠΡῊ NepBoOM B3rvIsge Ha 1.4 HaweH pyKOMHCcH 
MOXHO ObLIO Obl NPHHSITh 3a ᾿ΒΟΠΡΗΙΟΪ HCOH', COKpalleHO 0 
TAKHX ΜΗΗΜΜΏΆΠΡΗΡΙΧ pa3MepoB, 4TO ero CNeMOBWIO Obl HA3BATb 
"ManbiM HCOHOM". B camMomM jesle, B YKa3aHHOM Mecte /peu. 498 
pacneBaeTCA TOJIbKO Je€BATb 3HAKOB ( Nepeyncisk HX C ΤΟΙ ορφο- 
rpadpuen, c KOTOpOH OHH ΠΡΗΒΟΠΈΤΟΣ B PYKONHCH): ἴσον, oANyoV, 
Ofna, παρακλητηκη, πεταστῇ, δηιπλη, Kpatipa, κουφισμα, 
κρατιμοκουφισμα. ΚΝ, Κακ ΜΟΣΚΗΟ ΟΥ̓ΠΗΤΡ MO ἨΘΒΜΘΗΗΟΜΥ psy, 
“Mayibih HMCOH" - He MeCHOMeHHe B ΠΟΠΗΟΜ CMbIcNe coBa, 
nogo6Hoe “bonbuioMy WcoHy". ΤῸ cKopee HOBasl TeopeTHuecKas 
CTYN€Hb B OCBOCHHH HOTALHH, ΓΠῸ Kipkqaa HeEBMa AaeTcsA Cc ΠΡΥΓΉΜΗ 
3HaKaMH, 4YTOObI YYCHHK ἨΔΥΙΜΠΟΣ BOCIPHHHMaTb HX B COCAMHEHHSIX 
H NMOHHMaTb ΜΗΤΟΡΒΏΠΡΗΟΟ 3HAYCHHeC TAaKHX 3HAKOBbIX COYeTaHHH 
(HaNpHMep: KpaTHM2 © ΟΠΗΓΌΗΟΜ, HCOHOM, ΟΠΗΓΟΗΟΜ HW KeHOHMOH; 
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i ὁ ὡς ᾿ 


Ky(HCMa C HCOHOM, OAMTOHOM H T.2.). B ΠΡΥΓΗ͂Χ ΡΥ̓ΚΟΠΜΟΣΧ TaKHe 
yIIpaxHeHWA HOCHST paxIM4Hble ΠΟΠΞΑΓΟΠΟΒΚΗ: 

" "Ioov μετὰ ὀλίγου, eta μετὰ..." 

"αἱ κατιοῦσαι φωναὶ ἔχουσιν οὕτως... 

αἱ ἁνιοῦσαι μετὰ τῶν κατιουσῶν ἔχουσιν οὕτως..." 

"σύνϑεσις τοῦ ὀλίγου, σῦνϑεσις τῆς ὀξείας..." ὃ 

ΤΆΚΗΜ oOO6Opa30M, “Masi μοοη - cBOocoOpa3sHasi dopma 
ΠΡΗΟΘΙΠΘΗΜΗ K HOTA, ΞΔΗΜΜΩΙΟΙΠΏΣΙ HeEKOe CpeqHHHOe MoNOKeHHe 
ΜΟΣΚΙΥ "“CYXHMH yIMpaKHEHHSMH GobIIHHCTBa TeOpeTHYeCKHX 
MOcoOMH HW 3HAMCHHTHIM ᾿ΒΟΠΡΙΙΜΜ HCOHOM’ MoaHHa Kyky3e.14. 

Tpex. 498 mpunncpipaeT 3ToT Οὔραβοιὶ "Manoro ucoHa" Moanny 
I'nvuke (KouxcTaHTHHononbecKnh natTpwapx c 1315 no 1320 rv.) 
3HaMeHHTOMy yuHTesio MoanHa Kyky3e10 4 KceHa Kopona. B Haiwiem 
MCTOYHHKe cooouaetcs, wo “Manbii WCOH" 32aHMCTBOBaH H3 
“Προπαιδεία “, co3qaHHOoM WMoaHHom Γπηκοῖ. B cBa3H Cc 3THM 
HanoMHW, 4YTO AeHCTBHTCMbHO HEKOTOpbie PyKOMMCH YNOMHHAIOT 
MoaHHa ΓΠΗΚΥῪ B KayecTBe aBTopa yyeOHHKa mo My3bike. Tak, 
Hampwumep, B pykonucu XV Beka Codex Konstamonitus 86 Ha 1.13 οὔ. 


“qMTaeM CeLyroulee: 
“Ἀρχὴ τῶν σημαδίων τῆς 
Παπαδικῆς Τέχνης, ψαλλομένων 
κατ ᾿ ἦχον. ᾿Αρχή, μέση καὶ τέλος, 
σύστημα πάντων τῶν σημαδίων τῶν 
ἀνιόντων καὶ κατιόντων, τὸ ἶσον 
ἐστί. χωρὶς γὰρ τοῦ ἴσου, ὅλα 
ἄφωνα ποιηϑέντα παρὰ τοῦ 
πρωτοψάλτου κυροῦ Ἰωάννου τοῦ 
Γλυκέος. ἦχος a |: “Ἶσον, ὀλί- 
γον,ὀξεῖα,πεταστή, βαρεῖα" 


“Hayano 3HaKOB NanagHyeckoro 
MCKYCCTBA, MO}OULMXCH corMmacHo 
uxocy. Hayao, cepeqHHa HW KOHEL, 
CHCTeMa BCEX BOCXOQSLIMX HU 
HMCXOAAWIMX 3HAKOB - HCOH, H6O 
663 HCOHA OHH BCce Ge33BYNHbI; 


CO3H2HO ΠρΡΟΤΟΠΟΆΠΤΟΜ = rocno- 
QMHOM WoaHHoM [πμκοΐῇ; HxOoCc 
nepsbih: “οοη, OJIMTOH, OKCHA, 


neTacTH, Bapusi’. 


4 Fleischer 0. Die spatgriechische Tonschrift ...21. 


7 Christ W. Op.cit., 269. 
8 Napavixas M. Op.cit., 168. 
9 Στάϑης Tp. Τὰ Xeipoypage .. 


. A, 656. 
ΝΑ, 


B 6ymylleM CpaBHUTeJIbHLIM ΔΗΔΠΜ3 MaTepvana Codex 
Konstamonitus 86 WW ΠΡΥΤΗΧ pykonuceH, coxepxallHx yueOHoe 
necHoneHve HoaHHa [πΠήκη, c /pex. 498 nokaxeT, 4TO oGllero ἢ 
ΤΟ ΡΆΞΠΜΜΗΟΓΟ B HHX. Ho yxe cehyac HeTpy4HO OTMETHTb, 4TO 
axe NOCe€OBaTeJIbHOCTb 3HAKOB B HAX He OfHA H Τῷ Xe. Cola 
ΚΘ CllelyeT 100aBMTb, 4TO B ONYONMKOBaHHOM M..Tep6eptom Takom 
»*e "Manom HcoHe”, Τά ΚΘ NpuHnncpiBalowusemca ΟΔΗΗΥ Inuxke (τοῦ 
Γλυκέως), ABHO ΒΗΠΗΒΙῚ OTCTYIVICHHA OT BapHaHta, 3aUKCHpOBaH- 
Horo B I[pe4x.498'9, Bce 3To CBHeTeIbCTByeT O CYLIECTBOBAaHHH 
MHOTOYMCJICHHBIX BEPCHH ΟΠΗΟΓΟ HM TOTO Ke HEBMEHHOTO Obpa3ia, 
BCTpeyalOLUeroca B ΓΡΘΊΘΟΚΗΧ MY3bIKQJIbHbIX ΡΥΚΟΠΗΟΙ͂Χ. 

Ilocne “Manoro μοοηδ'", KoTOpbIi 207>KeH 6bin GbI NO MpHMepy 
"BOIbWOFO MCOHa" 3aBepLIHTh προϑεωρία, B [pex. 498 c 1.4 06., 
BONpeKH TpagvUHu, HaYHHaeTCA Μ3ΠΟΣΚΘΗΜΘ HOBOTO ρᾷ3Π6Π8 Teo- 
PHH MYy3bIKM. Tak, HanpHMep, B ero HaYane gaeTcA HeGobUuion 
OTPbIBOK TeEKCTa, MOACHAIOUIMH YYeHHKy, MOYeMYy CYLUECTBYeCT 
MMeHHO 4 πΥχᾶ, a He 6onbule H*He MeHbille. ἢ 3yech 4HTATEIb 
CTOJIKHETCA C ΠΟΠΡΙΜ PADOM HCO6bIMHbIX TOJKOBAHHH OOLICH3BECT- 
HbIX MONOKECHHH, CBA3QHHbIX HE TOJIbKO C MY3bIKOH, HO HM ὁ 
XPHCTHAHCKOH MOeCPpHH3alveH ἈΡΧΑΜΜΉΟΓΟ "A3BINeECKOTO' BO33pe- 
HHA Ha OCHOBHbIe CTHXHH ΠΡΗΉΡΟΠΡΙ, Co cBoeobpa3sHoH TpaKTOBKOH 
“TIPOOMEMbI KEHAMMbI", K KOTOpOH oOOpalianvch MHOrHe TeOopeTHKH 
MY3bIKH (CM. KOMMCHTapHi 38), co cTpaHHOH MHTepnpetaunen 
MpOHCXOKHEHMA rTpPa*~uKH HEKOTOPbIX HOTHBIX 3HAKOB. 

CnenyiolulHi = 38 HAM HOBbIA OTpbIBOK (1.5) ΠΟΠΗΟΟΤΡΙῸ 
TpaqHUMOHeH ἡ W3AaraeT AHTHYHbIE HAHMCHOBAHHA BOCbMH UXO- 
coB. EMy Ha CMeHY MpHXOAHT elle OHH ΦΡΆΓΜΘΗΤ (711.5. οὔ. -6), 
cOomepxKaHHe KOTOPOTO NOCBALLIEHO HE CpeMHEBH3Q2HTHHCKOH HOTAa- 
UNH, ἃ NateOBH3aHTHHMckoOH. Ero ΤΌΚΟΥ M3BeCTeH HAM ἢ ΠΟ ΠΡΥΓῊΜ 
DYKONHCHM (CM. KOMMCHTapHn 44-46), 

Takoe COBMeLLEHHe TeOopeTHYeCKHX acMeKTOB HCTOpHyecKH 
pa3JIMYHbIX HOTAUHH He TOJbKO B OMHOM KOMeKCe, HO axe B 
OMHOM TeEKCTe ObIIO ΠΟΒΟΠΡΗΟ pacnpocTpaHeHHbIM ΞΒΠΕΗΜΟΜ. 
OTOMYy cnoco6cTBOBasIO HeCKONbKO O6cTosTenbcTB. Bo-nepBbIx, B 
OOe€HX HOTALMAX B AaGCONIOTHOM OOJIDUIMHCTBE ΟΠΥ ΘΒ ΜΟΠΟΠΡ- 
30BQUIMCb OHH WH Te ΚΟ Ha3BAHWs HEBM, 8 HepeAKO HU HACHTHYHbIC 
MX HayepTaHHa. [lostTomy § 3auyacTylo ApH nepBoHayaIbHOM 
3HAaKOMCTBe C HCTOUHHKOM TpyMHO ObiIIO Cpa3y NOHSATb, O Κακοΐ 


10 Gerbert M. Du cantu ... . Vol.2, Tab.V. 
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HOTalHM B HEM ΗΠ6Ὶ peywb. MH nepenucynKW ΜΗΟΓΠΆ ΠΡΟΠΟΙΡΚΔΠΗ 
KOMMpoBaTbh TakMe TeKcTbI 2axKe TOrMMa, ΚΟΙΠᾺ MaycOBH3aHTHicKas 
HOTalMA ΒΡΠΗΠᾺ U3 ynOoTpe6neHHA. Bo-BTopbLIx, BHeApeHHe cpeaqHe- 
BH3aHTHHCKOH HOTaUMH (KaK HW ΠΙΌΘΟΪ Apyrow) nponcxogHO He 
BHe3anHO, ἃ NOCTeNeHHO, HW NOITOMY eCTECTBCHHO, ΤΟ Ha NpoTs- 
X%KCHHM 3HAYWTENbHOFO OTpe3Ka BPECMEHH CYLIECTBOBAIH pPyKONKcH, 
ocBelualoulve HOpPMbI MayleOBH3aHTHHCKOrO HOTHOFO MHCbMa, yxe 
BLITeECHACMOFO 93 MY3bIKANIbHOH MpakTHKH. WM WHuWb ΒΠΟΟΠΟΠΟΤΒΜΗ 
MocTeneHHO ΗΔ ΠΗ CHCTeEMaTH3UpOBaTbcA TeopeTHYecKHe Napa- 
rpa®bl, OcBellaloulve CpeqHeBH3aHTHHcKkyW HoTalHlo. Β΄-ΤΡΟΤΡΗΧ, 
Ha MpOTAKEHHH AOCTATOUHO AJIMTeJIbHOrO BpeMeHH B LIEPKOBHOM 
ΟΘΉΧΟΠΘ NPOAOJLKAIH 3BYYaTb ΠΡΟΜΞΒΟΠΘΗΜΗ, 3A—PUKCHPOBAaHHble B 
cTapoHh ManteoBH3aHTHHMCKOK HoTauHH. Tlostomy ele MOBONbHO 
monro ee 3HaHHe ΟΟΤΆΒΆΠΟΟΡ HeOOXOJMMbIM, HU 3TO ObcTO- 
ATeCNLCTBO TakKKe CNOCOOCTBOBaIO TOMY, ἯΤΟ ΠΡΟΠΟΠΣΚΔΠΗ NOAB- 
FIATbCA ONHCAHHA HOTALMH. B pesynbtaTe W3NIOKeHHeE ΠΡΆΒΗΠ 
cTapoH HW HOBOH HOoTaWWHH HepeAKO coyeTaioch B OAHHX H Tex Xe 
KOeKcax, KOTOpbie HHOMMAa NOBTOPAHCh HOBbIMH NOKOJICHHAMH 
MepenvcuvKoOB, H TaKHM o6pa30M co3qaBanHCbh ΥὙΠΗΒΗΤΟΠΡΗΡΙΘ 
TeopeTHyuecKMe TeKCTbI, B KOTOPbIX C YyCMexXOM COCYLLIECTBOBAIO 
M31OXeHve CHCTeEM KaK MaJICOBH3aHTHHCKON, TaK UW CpeHeBH3aH- 
τ ἤοκοῦ HoTauHH. (peu. 498 apnaeTcA OMHOK U3 TAKMX PyKOTINcen, 
B KOTOpOi YacTHYHO COXpaHHJINCh ΟΠΘΠΡῚ TEOPHH NanteoBu3aHTHH- 
CKOFO HOTHOTO ΠΗΟΒΜΩ (CM. TakKxKe CIeMyYIOUIMH oyepk: “DparmMeHT 
μ3 Cruxupapa Heodutra, vepoMonaxa v3 JJamMacka"). 

OnHakoO ONMCHIBACMbIN GparMeHT HallieHh pyKONMMcH HeEOXKMMaH- 
HO OOpbipaeTcw, MH ἹΜΤΆΤΟΠΙΟ Mpewnaraetca KpaTKoe Μ3ΒΠΟΊΘΗΜΟ ΜΆ 
KaTaona CpeMHHHbIX HxXOcOB (nyot μέσοι). ΠρΡαΒπᾶ, OHO cocTOHT 
BCcero H3 YeTbIPeX Ha3BaHHH, KOTOpble H310KEHbI TaK HETOYHO H C 
TaKMMH MponycKaMu, 4TO 6e3 CYyLUeCTBeEHHOH peKOHCTpyKUHH 
TeEKCTa HEBO3MOXHO OOOHTHCHh. 

Best 937Ta My3bIK@IbHO-TeOpeTHYecKad CMECbh 3aBepllaeTcs 
He6ObUIMM NMecHOoneHHeM (11.6 06.- 7) "Κύριος, εἰσάκουσε μου" - 
“ToOcmnodb ycuIbilliHT MeHs. 

Hosbit pasnen ἴρει. 498 (1.7 06. - 9 06.), B ΟΥ̓ΠΗῚΜΕ OT 
MpeAbulylulero, xapaKTepH3yeTCA YHBHTCIbHbIM CAHHCTBOM ἡ 
iene HanpaBeHHocTbwo. HecMotps! Ha cBoe BHeLIHee OHOObpasne 

("εἰ ἐβγῆς ... εὕρῃς ... ἐὰν: «κατέβεις ἀπό ... εὕρῃς ... δ), OH MaeT 
yualieMycH MowHOe ΠρΡΟΠΟΤΆΒΠΟΗΜμΘ 06 OKTOHXe KaK TOHQJIbHOM 
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CHCTeMe (OTHOCHTEJIbBHO TEPMHHa “TOHAJIBHOCTh B ΠΡΗΜΘΗΘΗΜΗ Καὶ 
BH3aHTHUCKOH My3bIKe CM. KOMMeHTapHi I). Cnenya 3a TeKcTom, 
OH OMbITHbIM MYTEM COBHO “NpOLIyMbiBaeT’ BCe 3BYKOBOe 
lIpocTpaHCTBO, 4YTOObI OCBOMTbCA B HEM HW HayYHTbcA ΟΠΟΡΗΡΟΒΔΤΡ 
He TOJIbKO μαρτυρίαι, YKAa3bIBAIOULMMH KOHKpeTHble nyot , HO ἡ 
MHTENBANLHbIMH PACCTOAHHAMH M@KOY HHMH. 

ΒΗΔΊΔΠΕ ΤΌΚΟΥ BeeT YICHHKA OT LIEHTPa CHCTeEMbI, TO €CTb OT 
nepporo Hxoca, MOCTyMeHHO BBepx. JlocTHrad NO ΠΟΡΉΠΚΥ OCHOB- 
HbIX 3BYKOB KaKJLOFO Hxoca, OH OOHAPyXKMBAeT 3HAMEHATEJIDHYW 
YeEPTY OKTOHXa: OKa3bIBaeTCA, CKOJIbKO Obl NMeBYHH He BOCXOZHA 
HaBepx, NocNe 3aBepWEHHA YeTbIpex κύριοι ἦχοι HAYHHAeTCA HOBAA 
cepHa Tex x%e κύριοι ἦχοι. AHaOrMyHbIM o6pa30mM = mpH 
MOCTYN€HHOM HHCXOXJEHHH BHH3 OT [V ΠΠΑΓΆΠΡΗΟΓΙΟ Mxoca Nocie 
ZaBepLICHHA YeTbIpex πλάγιοι WYO. HAYMHACTCA HOBAA MOCeM0Ba- 
TeJIbHOCTL TeX X%KE πλάγιοι ἦχοι. Tak B CO3HaHHM Gysyulero ΠΕΒΊΘΓΙΟ 
BCe 3BYKOBOe€ MpOcTpaHCcTBO, HWCNOMb3yllleech B MY3bIKAJIbHOH 
mpakTHKe, cpa3y Ke AuddepeHUMpyeTcsa Ha 1Be OCHOBHbIe cep: 
Ha BEpXHIOW, Me BbICTPAHBAIOTCA TONbKO κύριοι ἦχοι, H ἩΜΣ)ΚΗΙΟΙΘ, 
3aNONHEHHYW ΜΟΚΠΙΟΊΉΤΕΠΡΗΟ πλάγιοι ἦχοι. 

3aTeM, C MOMOLIbIO ΗΔΠΡΑΒΠΙΙΘΟΙΠΘΙΟ ero TeEKCTAa, YYCHHK 
MpHcTynaeT Καὶ NO3HAHHWO MeTAIeEH 3BYKOBOFO MpOcTpaHCTBa: OH 
OCYHIECTBINeT ΠΆΓΗ Yepe3 CTYNMeHb BBEpX H BHH3, perHcTpupys ΠΡΗ 
3TOM COOTBETCTBYIOLUHe HXOCbI; HX CMCHAIOT Warh Yepe3s TpH 
CTYNe€HH, a NOTOM - Yepe3 yYeTbipe. ΠΡῊ 3TOM OH MpoOOKaeT 
(PHKCHPOBaTb HOBbIe BbICOTHbICe YPOBHH HxocoB. B_ pe3ynbrate 
yualulMHcd MOCcTeMeHHO HaYHHAET ΧΟΡΟΙΠῸ OpHeHTHPOBAaTbCA B 
BbICOTHbIX MapaMeTpax CHCTEMbI OKTOHXAa. 

HyxXHO UMeTb B BHAY, YTO ἩΜΤΏΤΟΠΙΟ, BOCNHTAHHOMYy Ha 
€BpOneHcKUX MY3bIKAJIbHO-TeEOpeTHYECKHX TpagqMullAsx, HEOOXOAHMO 
NOCTOAHHO MOMHHTb Οὗ OAHOM B2KHOM ΟΥ̓ΠΜῚΜΗ BH3AHTHHCKOTO 
NOHHMaHHS φωνή WH ΗΔΙΠΟΙῸ TOAMKOBAHHS! NOHSTHA “CTyNeHH”. Eco, 
HanpHMep, IA Hac NepBbIw WiaraibHbId UW NepBbIA OCHOBHOL 
MXOCbI HAXOAATCHA ΗΔ paccTOAHHH 5 cTyneHeH, TO 1s! BH3AHTHH- 
CKHX MY3bIKAHTOB OHM OTACJICHbI APYT OT Apyra YeTLIPbMSA φωναί. 
ΤΟ OObSICHACTCS TEM, YTO Mb] HCYHCJIAEM 4NCIO cTyNeHeH, HayH- 
HaA C OCHOBHOTO 3ByKa NepBoro ΠΙΔΓΆΠΡΗΟΓΟ HWxXOCa ΒΠΠΟΤΡ 10 
QHQIOrHYHOTO 3ByYKa NepBoro OCHOBHOTO HMxoca, ἃ OHM YYHTBIBAIH 
ΤΟΙ͂ΡΚΟ MPOMEXYTKH MeEXAY CTYNCHAMH, OTIENAIOMIMMH YKa3saHHble 
3BYKH. IlosTOMy, COrMacHO BH3AHTHHCKOM ΤρΡΑΠΜΠΜΜ, CyLIeCCTBYWT 
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paccTOAHHA B ABa, TPH Ἡ YeTbIpe OHH (φωναί). OnHako NogobHas 
OcO6e€HHOCTb BH3AHTHHCKOFO BOCNPHATHA CHCTeMbl OKTOMXa He 
HapyllaeT ee CTyMeHeBOrO NOHHMAHHS, TaK KaK B ΠΙΟΟΡΙΧ ΟΠΥΊΔΣΙΧ - 
ΒΗΘ 3€BHCHMOCTH OT TOFO, OTCYHTHIBATh JIM 3BYKOBbIe CTYMeEHH WH 
ΜΗΤΕΡΒΩΠΒΙ MEXAY HAMM, COXpaHseTCcA TO, YTO MbI ΒΚΠΏΠΡΙΒΩΘΜ B 
mpeacTaBleHve O cTyNeHeBOH AHddepeHuUMaWHH 3BYKOBOFO My3bI- 
K@IbHOrO MpoctTpaHcTBa. [losToMy MHe MOKa3aocb wWelecooopas- 
HbIM COXPaHHTb TepMHH "CTYMe€Hb TaM, re 3TO NO3BONSeT conep- 
wKaHMe TeKcTa, HO MpH 3TOM HYXHO YYHTbIBATh pa3HHLly B 
eBponeHCKOM HM BH3aHTHHCKOM MCYHCICHHM NMOCIeELOBATeAbHOCTH 
cTyneHen: nu n-l. 

Bo3sBpaulasich Καὶ o630py [pex. 498, OoTMeTHM, 4TO B KOHLe 9ΤΟῸ 
pykonuen (sut.11-13) MomewleHO HeCKONbKO pa3HOBHAHOCTeH 
“Kosleca Kyky3es" Cc OYCHb KpaTKHM NOACHEHHeEM HX ΠΡΟΠΗΔ3Ηη8- 
YeHHA. 

Ha 4.12 οὖ. 3aneyaTneH eTCKHM pHcCyHOK, H300paxalnuiMn 
yesIOBe4Ka ("BHH3 PoNOBOH') c rpeyecKHM andaBHTOM, HamvcaH- 
HbIM J€TCKOH PykoH. 

3apepWaeT Halily pyKoMucbh HeOoblioe MecHoneHNe {(ππ.[4-14 
06.) C OYEHb HHTEpeCcHbIM TeEKCTOM, 3aMHCAHHbIM COBEplIeHHO 
HHbIM ΠΟΏΘΡΚΟΜ, HE BCTPCYaAIOLUHMCS! B NpeAbIAyYWIMX pasazesax: 

“Τοῦτον τὸ καλιφωνάρι εδιυ- ΦΤΟΤ KanodoHapHh paccKa- 
γισα (Ξέἐδιήγησά) τὸ ἐγὼ ὁ 32Π A, AbAKOH ΟΜΗΔΜΜΗ 3 ΡΗΠ30 
διάκονος ὦ (=6) Σιναδινός ἀπὸ Kapmacoso, 3a Mecsill ΠΟΡΟᾺ 9ΤΗΜ 
μινα MIOHeM Hu ΧΟῚΥ [34 Hero] 80 μο- 
HeT, 4TOObI HE ΟΤΟΥΤΟΤΒΟΒΏΠΟ HH 
ONHOH, NOTOMY 4TO [Ha Kalodo- 
HapHh 3aTpayeHo|] ΜΗΟΓῸ Tpysja”. 


to Ριζὸ Καρπασῶν tov 
(=pnva) τὸν πρὸ τούτου Γιουνι 
(ΞΓιούνη) καὶ ϑέλο (ΞΞϑϑέλω) 
ἄσπρα ὀγδόντα νὰ με (Ξμὴ) 
λιπι (=Aciner) οὐδένα διί(ό)τι 
εχι(ξξἔχει) κόπον πολλι (=ROAV).” 


HanoMHW, TO yxKe Β pykKomHceax ΧΝ ΒΟΚῺ BCTpeyaITcs 
COUMHCHMs CBAMCHHHKA JMMHTpHA CuHagnHa (Δημητρίου ἱερέως 
τοῦ Συναδηνοῦ), CM., HampuMep: Codex Xeropotamus 353 , fol. 199v.; 
Codex Panteleimonus 938, fol.244y'!, Codex Atheniensis 2406 fol.212, 
212v., 213v.'2 vw apyrve. BnocnendcTBHH elle MpeACTOMT yCTaHOBUTh, 


" Στάϑης [p. Ta Χειρόγραφα ... A, 293, B. 245. 
Velimirovi'c M. Byzantine composers in Ms. Athens 2406// Essays presented to 
Egon Wellesz. Oxford 1966, 15. 
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MMeeTCA JIM Kakasi-HHbylb CBsI3b MEXKIY CBALCEHHAKOM JIMMHTpHeM 
CyHaqHHOM HW AbAKOHOM CHHagHHOM H3 Netepbyprckok pykonncy, 

Tlocne 3ΔΚΠΙΟΜΜΥΘΠΡΗΟΓΟ NeCHONeHHA, TeKCT KoTOporo 6511 
TOJIbKO ΤΟ MPOLWHTHPOBaH, TEM KE MOYEPKOM ΗΔΠΜΗΟΔΗΟ: 

"Kal τὸ καλυφοναρι {(Ξκαλι- "WH καποφοηδρμῇ πρμηδππε- 
φωνὰρι) eve (Ξεῖΐναι) τοῦ γούμε--ὀ XAT ΜΓΥΜΘῊΥ [MoHacTbIps] “Mu- 
νου τῆς “λεοῦσας, ὄχι ἄλλο(υ)". ΠποΟΟΤΗΒΟΪΪ [boropoguupi]", a He 

[KoMy-J1H60] Apyromy’. 

TakHM o6pa30M, 14 προῖοβ J/pex. 498 HanvcaHbl 2ByMa 
TIOYepKaMH: OMHHM H3 HHX BbINONHEHbI BCe AMCTbI pyKOMHCH 3a 
HCKIIOYVEHHEM ΠΟΟΠΘΠΉΗΘΓΟ, APYIHM - 3aKMIOYHTeIbHOe MecHOTIeHHe 
Η 3anvcb O ΠΡΗΗΔΠΠΟΣΚΗΟΟΤΗ pyKoNHeH (1. 14-14 06.). 

IIpexae yemM NepevTH Κα ΠΥΟΠΗΚΔΗΜΗ TeKcTa pyKOMHcH, 4 
ΠΟΠΊΚΘΗ OOpaTHTb BHHMaHHe ἹἩΜΗΤΏΤΕΠΗ Ha OCOOCHHOCTH ee 
opdorpadun (HeKoTOpble ee YepTbl HETPyHHO OblIO OTMETHTb ΠΟ 
ΚΘ UMTHPOBAaBLUMMCA dparmMeHTaM). YpepeH, TO MNAOOrH 
nowly4aT 30e€cb HHTEpecHbIN MaTepHan AIA OlpenwesIeHHA, C OMHOH 
CTOPOHbI, YPOBHS PpaMOTHOCTH MHCLOB, Y4acTBOBAaBLIHX B 
co3snaHun [pex. 495, ac Bpyroh - Mis ycTaHOBIeHHA AMayieKTa ἡ 
oO/lacTH, B KOTOpOH co3faBanacb pyKomHcb. Bce ΓΟΒΟΡΗ͂Τ O TOM, 
"TO MHCeLL TeOpeTHYeCKHX pa3zzeNo0B paG6oTal no ΠΡΗΉΠΗΠΥ “Kak 
ΟΠΒΠΗΥ - Tak WH ΠΗΠΙγ". UroOn: y6equTbca B 3TOM, JOCTATOYHO 
O3HAKOMHTBbCA C CFO 3alMHCbkO HEKOTOPbIX OOLMEH3BECTHbIX TeEpMH- 
HOB: 

TO ὡλλήον, TO @ATNYO, OAIOV = τὸ ὀλίγον 
πλαῆοις = πλάγιος 
ἡ πλαιοί - οἱ πλάγιοι 
λύησμα = λύγισμα 
HeTpyHO 3aMeTHTb CHCTeMaTHYecKoe H3GeraHhe 3ByKa γ. 
AH@JIOTHYHbIM OOPa30M HEpeKO BbINYCKAaTCS 3BYKH μ H ν: 
τὴν λαύδαν = τὴν λάμβδαν 
τὸ καίτημα - τὸ κέντημα 
σηδεσμη = σύνδεσμοι 
Muorga ΠΗΟΘῚ CNOBHO HE CJIbILMMT HAYaAIbHBIX ἢ WIM ε: 
μίφϑορον = ἡμίφϑορον 
μήτωνα = ἡμίτονα 
κήνος = ἐκεῖνος | 
B To Κα CaMOe BpeMA OH YacTO BOCNPHHHMaeT Εβ, KaK εὖ: 
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καταιεῦς = κατέβεις 
ἄν ιεὐγῆς, avevyic = ἄν ἐβγῆς 
ἃ TEPMHH ἡ βαρεῖα OH ΞΑΠΗΟΡΙΒΆΘΤ Kak ἰσαρέα. 
Yro6Obl πᾶτρ ὩΜΤΆΤΟΠΙΟ G6onee ΠΟΠΗΟΘ ΠΡΕΟΠΟΤΆΒΠΘΗΜμΘ Οὔ 
opdorpaduu pyKonvcn, NpHBezy elle HeCKONLKO ΠΡΗΜΕΡΟΒ: 
τῶ εἴσων = τὸ ἴσον 
ὑσὺν, ἴσὺν, ἴσην, εἰσην = εἰσίν 
ὑπωτάσσοντε, εἰποτάσσωνται = ὑποτάσσονται 
ὁ VE αιννανός, νέαιννάνος = ὁ νενανὼ 
ανανέξη = "ἄναξ, ἄνες" 
Nol οἱ ϑεισαν = ἐποιηϑήσαν 
κλόϑητοσκοινει καὶ ἕνε = κλώϑει τὸ σκοινὶ καὶ εἶναι 
ἀπὸλλόση, ANOTAIAGY - ἀποτελοῦσι 
ὁς αὗτος = ὡσαύτως 
γοῦν μεϑαῖνε = ἤγουμεϑα εἶναι 
ταϊσαΐίρας = τέσσαρας 
τρῦς - τρεῖς 
εὐρισρισις - εὐρήσῃς 
ὁμῖος = ὁμοίως 
συνταιϑῆς, σηντεϑης = συντεϑείς 
ται = τε καὶ 
ὁ φέλημος - ὠφέλιμος 
ἣνε Ξ εἶναι 
A oTmaw ce6e oTueT B TOM, 4TO Opdorpadusn /pex.49S KpahHe 
3aTpyQHAeCT UTeEHHe TeopeTHYeckoro TekcTa. OgHaKO Κακηθ- πμΌο 
UCnpaBNeHHs| MOAHHHHKa HegonycTyMpI!3, 


13. Hornpie TexcTaI Ha mi. 1-1 06., 6 οὔ. -7, 14-14 06., ἃ TaKKe CxeMbI "Koneca 
Κυκγϑοπηῆ M TIpounve cM. Ha (φοτορεπροπυκημάχ. 
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Chapter 11 


Jerusalem Kalophonarion 


of the Deacon Sinadios 


(Greek 498) 


You have only to look at this manuscript to see that its fate was 
hardly enviable. Its stormy life must have been full of vicissitudes. 
Almost all of its folios are odd. The upper parts of them had once 
been badly soaked. The manuscript did not escape a fire, and its 
edges were burnt. 

When Porphyry Uspensky's collection the manuscripts it was 
characterized as follows:"A passage from a manual on_ church 
chanting from music in minuscule writing of the XVIIth century, in 
quarto, 14 folios (from the Library of the Holy Sepulchre in 
Jerusalem) (Greek CCCCXCVHIT)"!. 

This date-mark does not seem to be absolutely correct. Most 
likely, this manuscript dates from the middle of the XVIth century’. 
The specified size of its folios is 210 x 160. 

While reading the text of this manuscript, we should bear in mind 
that we do not have the whole codex but only a small part of it at 
our disposal. Moreover, we do not have any possibility whatever to 
State even approximately in which part of the once full Jerusalem 


! Oreer Mmneparopcxon IlyonmuHok On6sMoTeKM 3a 1883 rom. CaHxT-IMerep6ypr 
1885, 162, N109. 

2 The water-marks are of the type registered by N.P.Lykhatchov: /Tuxayvee HIT. 
Ilaneorpaduueckoe 3HayeHve OyMaXKHbIX BOAATHbIX 3HaKoB.T.2. Cankr-Iletep6ypr 
1899, N 3422 (1538) ; T.3 N 618 (1552), N 3425 (1561). 
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Codex were those 14 folios were located. It is true that the contents 
of the final folio with the owner's mark (see below) gives us some 
chance to suppose that it could have been the last folio of the whole 
Codex. This interpretation is apparently verified by the fact that the 
starts with a chant. Thus we could come to the conclusion that the 
unknown Jerusalem Codex started with chants and ended with the 
exposition of musical theory. However, the arrangement of the 
material is so unusual that none of such examples have ever been 
known. That is why our first hypothesis is open to criticisms. 

Folio 14v. may just as well be considered the final folio of 
mpoSeapta, Which would to have been followed by the notation text 
itself. AS concerns the opening chant of Greek 498, it does not mn 
counter to this version, as in some Greek manuscripts προϑεωρία 
follows “the opening chant” (see, for example, Codex Doxeiarius 3850, 
Codex Xenophontus 144, Codex Xenophontus 153)>. And what is more, 
manuscripts have been known, where two, three and even more 
chants are given before npoSempia (for example:Codex Panteleimonus 
927, Codex Panteleimonus 972, Codex Xeropotamus 373, Codex 
Doxeiarius 332)4. And in Codex Panteleimonus 1017 (the beginning of 
the XVI) προϑεωρία begins only from folio 106°. 

This hypothesis, though, is not very convincing either. Firstly, it is 
at variance with the owner's mark in fol.14v., and secondly - and this 
is very important - the contents of Greek 498 are difficult to describe 
as traditional προϑεωρία. The reader will be able to see for himself 
how unusual it is in comparison with the conventional cxamples of 
the genre. 

In the text of the final chant of Greek 498, given below, which 
helps to unravel some duestions of its origin, the codex is called to 
καλιφωνάρι (sic). But this term speaks more of the features of 
musical material (καλοφωνικός), than of the Codex itself and its 
contents. 

The only thing one can say with certainly is that we have before 
us not separate folios but a whole fragment without any blank spaces 
or breaks in the text. You have only to compare the contents of the 


1 Στάϑης fp. Τὰ Χειρόγραφα .. A, 540. B, 91, 110. 
Ibid.. A, 222, 325, 359, 382. 
Ibid., B, 446, see also: Codex Vatopedi 1425, Codex Meteora, Metamorphosis 56 
(Χατζηγιακουμὴς  M. Xeipoypaga ᾧὄκκλησιαστικῆς μουσικῆς [452-1820. 
᾿Αϑῆνα 1980, 120-121). 
14] 


text which passes on from one folio to the next to see that it is the 
truc, 

As has already been mentioned, the manuscript starts with an 
unknown chant (fol | - Iv.), performed to the syllables tepeps, so 
typical of κρατήματα. And indeed, the final intonations of this chant 
are almost identical with the famous work by Ioannes Koukouzeles 
"Abt ἡ ἡμέρα Κυρίου", But this observation still must be clarified. 

The chant ends at the upper part of fol.lv. And here, in the 
centre of the same folio, a small παραλλαγή, consisting of only five 
lines is to be found. Its notation material guides the chanter’s voice 
through all ἤχοι with the following text: 

"Ev to (Ξτῷ) ϑληβε(σ)ϑε (ΞΞϑλίβεσϑαι) μὲ 
ELGAKOLGOV (Ξεισάκουσόν) μου 

τοῶν OdHVOV (= τῶν ὠδίνων) 

Κύρις, eankpaco (Ξέκέκραξα)", 

(Lord, I called out in my distress, hear me [and] all thoseq 
suffering”). The training exercises of this kind, composed to help the 
chanter understand the system of echoi, are found in many musical 
manuscripts. 

In the lower left part of the same fol.lv. it is written in black ink 
in the hand of Porphyry Uspensky: 

“See this in the Sinai manuscript where | 


have it under the letter 5S , 


With this the text on musical theory of our manuscript begins. 

Its first part, a small conventional work on musical theory, starts 
from fol. lv. and concludes in fol.4. It consists of the usual number 
of paragraphs characteristic of this kind of composition. Here the 
future chanter acquaints himself with the description of interval 
signs, with the basic rules of “subordination” among the signs, and 
with the catalogue of the great hypostases and phthorai. In other 
words, this part does not seem to be remarkable in any way. 
However, it has some surprises, too. For example, while reading the 
list of the great hypostases we come across such rarely mentioned 
neumes, as διπλομαλόν and μικρομαλόν (see the text and comment 
27). And the exposition of the system of phthorai is suddenly 
followed by the explanation of the hyporroe sign, which according to 
the tradition, is to be placed after the section about the bodies and 
the spirits, because the hyporroc, though an interval sign, is known 
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to be “neither a body, nor a spirit". Yet, on the whole, apart from 
such insignificant deviations from the standard, the contents of the 
first part of Greek 498 are by no means different from the numerous 
texts of this kind. 

Then at the end of fol.4 the well-known neumes with them names 
written under them appear: ἴσον, ὀλίγον, ὀξεῖα ... Anyone, who has 
some notion of material arrangement in similar chanting 
manuscripts, is sure to remember “The Great Ison" at once. The 
more so, that its being here seems quite appropriate and corresponds 
to the accepted scheme of training, when after having mastered the 
theory, the pupil was to proceed to his first practical steps. It was 
then that “The Great Ison" became so necessary. 

However, what at first sight could have been taken for “The Great 
Ison“ on fol.4 of our manuscript, is shortened to such an extent that 
“The Small Ison" would have been a more appropriate name for it. 
And indeed, in the above-mentioned place of Greek 498 only nine 
signs are to be chanted (I give them in the manuscript spelling): 
gov, oOAnNyov, OENa, AAPAKANTHKH, πετάστη, δηιπλη, κρατίμα, 
κούυφισμα, κρατιμοκουφισμα. Judging by the neumatic sequence, 
“The Small Ison" is not a chant in the true sense of the word, like 
“The Great Ison" is. It is rather a new theoretical stage in mastcring 
notation where each neume is given with other signs so that the 
pupil could take them in groups and grasp the interval value of such 
sign combinations (for example: the kratema with the oligon, with 
the ison, with the oligon and the kentema; the kouphisma with the 
ison, with the oligon etc.). In other manuscripts such exercises have 
various subtitles: 

"ἴσον μετὰ ὀλίγου, ὀξεῖα μετὰ ... 
“at κατιοῦσαι φωναὶ ἔχουσιν οὕτως ... 

αἱ ἀνιοῦσαι μετὰ τῶν κατιουσῶν ἔχουσιν οὕτως..." 
"σύνϑεσις τοῦ ὀλίγου, σύνϑεσις τῆς ὀξείας ..."8. 

Thus, “The Small Ison" is a specific form of mastering notation, 
being a certain intermediate stage between the "dry" exercises of the 
majority of textbooks on theory and the famous work "The Great 
Ison" by Ioannes Koukouzeles. 


"6 


6 Fleischer O. Die Spidtgriechische Tonschrift ... 21. 
7 Christ W. Op. cit., 168. 
ὃ Παρανίκας Μ. Op. cit., 168. 
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In Greek 498 this example of "The Small Ison" is ascribed to 
loannes Glyces (the Patriarch of Constantinople, 1315 - 1320), the 
famous teacher of Ioannes Koukouzeles and Xenos Korones. In our 
sourse it is stated that "The Small Ison" was borrowed from 
"Tiponadeia", created by Ioannes Glykes. I would like to remind 
readers that some manuscripts do mention Ioannes Glykes as the 
author of a manual on music. For example, in the XV-century 
manuscripts, Codex Konstamonitus 86, on fol.13v. we read the 
following: 

"Apyh τῶν σημαδίων τῆς “The beginning of signs of the 
Παπαδικῆς, Τέχνης, ψαλλομένων ait of Papadike, that are chanted 
κατ ἦχον. ᾿Αρχή, μέση καὶ τέλος, According to the echos. The 
σύστημα FO dae ae σημαδίων beginning, the middle and_ the 


τῶν RviGvaon nam Eaeuviny to end, the system of all ascending 
; : ὥ το a; and descending signs is the ison, 
idOV ἔστι. χωρὶς γὰρ τοῦ ἴσου, 


for without the ison they are all 
OAM ἄφωνα. ποιηϑέντα παρὰ τοῦ 


1 ᾽ voiceless; created by  [loanncs 
(i Ἴ OPO x 

πρωτοψάλτου ROOD ὠάννου Glykes, the protopsaltos; the first 
τοῦ Γλυκῶος. ἤχος α: "Ἶσον, 


κὰν ; 4 echos :"The ison, the oligon, the 
ὄλιγον, ὀξεῖα, πεταστή, βαρεῖα" oxeia, the petasthe, the bareia”. 

The future comparative analysis of the material of Codex 
Konstamonitus 86 and of other manuscripts, which contain the 
training chant of Ioannes Glykes, with Greek 498 will show what are 
their common and distinctive features. But even now it is evident 
that they have different sign sequences. It should be added here that 
in the similar "Small Ison", published by M. Gerbert and also 
ascribed to Ioannes Glykes (τοῦ Γλυκέως), the deviations from the 
variant recorded in Greek 498 are obvious!®. All this speaks for the 
existence of numerous variants of one and the same neumatic model 
which is often found in Greek musical manuscripts. 

Regardless of traditions, the exposition of a new part of musical 
theory starts on folio 4 v. of Greek 498, following "The Small Ison", 
which was to have completed προϑεωρία, just as it did with “The 
Great Ison". Thus, it begins with a small passage from the text, 
which makes it clear to the pupil precisely why there are 4 spirits. 
And here the reader will come across a number of unusual 
interpretations of the well-known statements dealing not only with 


9 Στάϑης Up. Τὰ Χειρόγραφα ... A, 656. 
Gerbert Μ. Du cantu ... . Vol.2, tab. V. 
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music but with other questions as well, namely: Christian 
modemization of the archaic “heathen” view of the basic clements of 
Nature; the peculiar treatment of “the kentema problem", studicd by 
many musicologists (see comment 38); and the strange interpretation 
of the origin of graphic representation of some notation signs. 

A new passage (fol.5), following the above-mentioned one, is 
written conforming with traditions, and gives ancient names of cight 
echol. 

It is followed by another passage (fol. ὃν. - 6), which deals with 
Palaco-Byzantine but not with Middle Byzantine notation. Its text is 
known to us from other manuscripts (see comments 44-46). 

It was not unusual to combine theoretical aspects of historically 
different notation systems in one and the same codex and even in 
one and the same text. This was caused by several circumstances. 
Firstly, in both notations in the absolute majority of cases the 
neumes had similar names and sometimes even the same graphic 
Shapes. Therefore, more often than not, it was rather difficult to 
understand which of the two notations was meant. The scribes 
sometimes continued to copy such texts even after Palaco- Byzantine 
notation had become obsolete. Secondly, the spread of Middle 
Byzantine notation (like that of any other notation) did not come 
about suddenly but was a gradual process, therefore it scems natural 
that for a considerable period of time there had existed manuscripts 
promoting the standards of Palaeo-Byzantine notation, which was 
replaced in from musical practice. It was only later that theoretical 
paragraphs on Middle Byzantine notation began to tum into a 
system. Thirdly, for a long time the works, recorded in the old 
Palaco-Byzantine notation, were still delivered in divine services. 
Thus, since the knowledge of Palaco-Byzantine notation was still 
used for a long time, new descriptions of this system would appear 
from time to time. As the results, the rules of both notation systems 
- the old and the new - would meet in the same codexes, and 
sometimes they were repeated by new gencrations of scribes and thus 
very peculiar texts on musical theory were created where the Palaco- 
Byzantine notation system would co-existed with the Middle 
Byzantine one. Greek 498 is one of those manuscripts where some 
traces of Palaeo-Byzantine notatoin theory can be seen (see also the 
next chapter: "A Fragment of the Sticherarion of Neophyte, a 
Hieromonochos from Damascus"). 
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The above-mentioned fragment of our manuscript, however, ends 
rather abruptly, and the reader is offered a short extract from the 
catalogue of the middle echoi (ἤχοι μέσοι), though it consists of only 
four names and they are given so inaccurately and with such gaps, 
that a considerable reconstruction of the text seems indispensable. 

This entire medley of musical theory ends with a short chant 
(fol.6v. -7):"Kupioc, εἰσάκουσε pou" - "Lord will hear me". 

A new part of Greek 498 (fol. 7v. - 9), unlike the previous one, is 
characterised by a surprising uninformity and purposefulness. In spite 
of its seeming monotony ("εἰ ἐβγῆς ... εὕρης ... ἐὰν κατέβεις ἀπὸ ... 
evpr<...'), it grves the pupil a full idea of the oktoechos as a tonality 
system (about the usage of the term “tonality” as applied to 
Byzantine music see comment 1). Following the text, he tentatively 
“probes” the sound space to make himself familiar with it and learn 
to operate μαρτυρίαι indicating certain ἦχοι, but also to known the 
interval lenght between them. 

The beginning of the text guides the pupil gradually from the 
centre of the system, that is, from the first echos upwards by degrees. 
Reaching in turn the main sounds of each echos, the pupil discovers 
a remarkable feature of the oktoechos: it turns out that however high 
the chanter may ascend, after the completion of the four κύριοι ἤχοι 
a new series of the same four κύριοι ἦχοι Starts. Similarly during the 
descension by degrees down from the fourth plagal echos after 
completing four πλάγιοι ἦχοι, a new sequence of the same πλάγιοι 
nyo. begins. Thus, the whole sound space, used in musical practice, 
is differentiated in the future chanter's mind into two main spheres: 
the upper one, which includes only κύριοι ἦχοι and the lower one, 
containing exclusively κύριοι ἤχοι. 

Then, with the text guiding him, the pupil starts to study the 
details of the sound space: now he moves by one degree at a time up 
and down, marking the corresponding echoi; then he moves up and 
down by two degrees at a time, then by four degrees, continuing to 
register new pitch levels of the echoi. Consequently, the pupil 
gradually acquires a good knowledge of the pitch parameters of the 
oktoechos system. 

It should be born in mind that the reader, brought up on 
European traditions of musical theory, ought to remember a most 
important difference between the Byzantine concept of φωνή and 
our interpretation of “the degree". If for us the first plagal echos is 5 
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degrees from the main echos, for Byzantine musicians they were 
separated by 4 φωναΐ only. The point is that we count the number of 
degrees starting from the main sound of the first plagal echos up to 
the similar sound of the first basic echos; while they took into 
account only the intervals between the degrees separating the 
aforementioned sounds. Therefore, according to the Byzantine 
tradition there are distances of two, three and four phonai (φωναί). 
However, this feature of the Byzantine concept of the octoechos 
system agrees with the understanding of its degree character, for 
whether sound degrees or the intervals between them are counted, 
our understanding of degree differentiation of the sound musical 
space remains the same. Therefore | thought it reasonable to keep 
the term "degree" where the contents of the sentence allows it, 
bearing in mind, though, the difference between the European and 
Byzantine ways of counting degree sequences: n and n-/. 

Returning to the survey of Greek 498, at the end of this 
manuscript there are several variations of "the wheel of Koukouzeles” 
with very brief explanatory notes about their usage (on fol.11 - 13). 

On fol.12v. there is the a child's drawing of a little man (“upside 
down’) with the Greek alphabet written in a child's hand writing. 

Our manuscript ends up with a short chant (fol.14 - 14v ) and a 
very interesting text, though its handwriting is completely different 
from all others in the text: 

"Τοῦτον τὸ καλιφωνάρι εδιυ-- "This. kalophonarion was told 
(Ξἐδιήγησά) τὸ ἐγὼ ὁ by me, Sinadinos, a deacon from 
Ridzo Karpasovo, a month before 
this June, and 1 want 80 coins [for 
it] , and not a single coin must be 
missing for much labour [was 
expended on the kalophonarion}". 


γισα 
διάκονος w (=0) Σιναδινὸς ano 
τὸ Ριζὸ Καρπασῶν τὸν piva 
(Ξμῆνα) τὸν πρὸ τούτου Γιουνι 
(ΞΓιούνη) καὶ ϑέλο (Ξϑέλω) ἄσ-- 
πρα ὀγδόντα νὰ με (Ξμὴ) λιπι 
(Ξλεὶῖπει) οὐδένα δι(ό)τι εχι (Ξἔχει) 
κόπον πολλι (Ξπολύ)". 

I would like to remind readers here that already in the 
manuscripts of the XVth century the works by Demetrios Sinadinos, 
a priest "(Δημητρίου ἱερέως τοῦ Συναδηνοῦ), can be found, see, for 
example: Codex Xeropotamus 383, fol.199v.,Codex Panteleimonus 938, 
fol.244, Codex Atheniensis 2406, fol.212, 212v.!!, 213v.'2 and others. 


" Στάϑης Ip. Ta Χειρόγραφα .. A, 293, Β, 245. 
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It is still to be established in the future whether Demetrios 
Sinadinos, a priest, had anything in common with the Deacon 
Sinadinos of the Petersburg manuscript. 

After the closing chant, the text of which has just been cited, 
there follows in the same handwriting: 

"Καὶ τὸ καλυφοναρι (Ξκαλι- "And the kalophonarion be- 
φωνὰρ) etve (=eivat) τοῦ longs to Father Superior [of the 


γούμενου τῆς ἙἘλεοῦσας, ὄχι Monastery] of four] Gracious 
ἄλλο(υ»", {Lady}, but not to [anybody] else" 


On the whole the 14 folios of Greek 498 are written in two 
handwritings: all the folios of the manuscript, except the last one, 
are done in one handwriting, while the final chant and the record of 
the ownership of the manuscript are done in the other one (fol.14 - 
14v.) 

Before turning to the publication of the manuscript text, I must 
draw the reader's attention to the peculiarities of its spelling (some of 
this is apparent in the passages cited above). Philologists are sure to 
find here some interesting information, on the one hand, for 
determining the standard of literacy of the scribes who took part in 
writing Greek 495, and, on the other hand, for establishing, by the 
dialect, the geographic area where the manuscript originated. 
Everything supports the notion that the scribe who wrote the 
theoretical parts, worked according to the principle :"I write what | 
hear”. One has only to read his transcription of some well-known 
terms to find that it is true. 


TO WAANOV, TOMANYO, OAiov - τὸ ὀλίγον 
πλαῆοις = πλάγιος 
ἡ πλαιοί - οἱ πλάγιοι 
λύησμα = λύγισμα 


It is not difficult to notice that the sound y is systematicaly avoided. 
Similarly the sounds p and v are often omitted: 


τὴν λαύδαν = τὴν λάμβδαν 
τὸ καίτημα -- τὸ κέντημα 
ondcopyn = σύνδεσμοι 


12 Velimirovic M. Byzantine composers in Ms.Athens 2406// Essays presented to Egon 
Wellesz. Oxford 1966, 15. 


148 


[oe ee Se ee ee ee - «Ξ5ὅὀἑ  "---.-.- 


Sometimes the scribe does not seem to hear the initial Ἢ or e: 


LipSopov = ἡμίφϑορον 
μήτωνα = ἡμίτονα 
κήνος = ἐκεῖνος 


At the same time he often hears ef as εὖ: 


καταιεῦς 
ἄν ιεὐγῆς, avevyic 
and writes the term ἡ βαρεῖα as 


= κατέβεις 
= ἄν ἐβγῆς 
ἰσαρέα. 


To give the reader a full idea of the manuscript spelling more 


examples follow: 

τῶ εἴσων 
ame © As 
ὑσὺν, lovv, ἴσην, slonv 
UNWTASOOVTE, ELNOTACOOVTAL 
ὁ VE αιννανός, νέαιννάνος 
ανανέξη 
ποὶ οἱ ϑεισαν 
κλόϑητοσκοινει καὶ ἔνε 
ἀπὸλλόση, ἀποταιλῶν 
ὁς αὗτος 
ἴγοὖν μεϑαΐνε 
ταὶϊσαίρας 
τρῦς 
ευρισρισις 
ὁμῖος 
συνταιϑῆς, onvteSns 
ται 

“τη 
ὁ φέλημος 
νε 
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= τὸ ἶσον 
Ξ εἰς 
a f 

= εἰσίν 
= ὑποτάσσονται 
= ὁ VEvava 

vey δ " 
= "ἄναξ, ἄνες 
- ἐποιηϑήσαν 
- κλώϑει τὸ σκοινὶ καὶ εἶναι 
= ἀποτελοῦσι 
= ὡσαύτως 
= ἤγουμεϑα εἶναι 
Ξ τέσσαρας 
= τρεῖς 

a f 

= εὐρήσῃς 

- f 
= ὁμοίως 
= συντεϑείς 
= τε καὶ 

; f 
= ὠφέλιμος 


= εἶναι 


~ ee 
I realise only too well that the spelling of Greek 498 makes the 


reading of its theoretical part extremely difficult. However, any 
corrections of the original are inadmissable!3, 


13. The notation texts on fol. 1-ἰν., 4, 6v.-7, 14-14v., the diagrams of "the wheel of 
Koukouzeles” and others are given in photocopies. 
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Codex Petropolitanus Graecus 498 


"Apyet σὺν G(s) Ayla τῆς παπαδικῆς 
EMLOTH NS καὶ ἄρχεται τῷ εἴσων a- 
φωνον᾽ ψαλλόμενω κατίχων 
ἀρχεῖ μεσός καί τέλος᾽ σίστημα 
πάντον τῶν κατηόντον τοῦ ἴσου εὺὑ- 
μενεστάτου Sta τοῦ ἴσου χωρὴς γὰρ 
του ἴσου᾽ οὗ κατόρφϑούται φωνεῖ 
ἴσον ἄφωνί(ον) οὐχῆ δὲ ἄφωνον 
6 τὴν φωνὴν οὐκ ἔχη φωνῆται 
HEV OD PETPAITAL PEV οὐ μετρίται 
Se φωνίον) ἔχει ἀριϑμοδες᾽ φωνὴν 
οὐκ έχει χωρῆς γὰρ τοῦ ἴσου οὗ κα- 
τόρϑούται φωνῆ᾽ ἴσοτῆς ανὰβά- 
GEWS καὶ κατἀβάσεως᾽ πόσα σιμα-- 
δια ψάλλονται᾽ fic τὴν παπαδηκὴν᾽ 
ἀπόκρϊἴσης tpia ἴσων᾽ δ... ολὔγον᾽ --- 
καὶ ἀπόστρφ(ο)ς )) δῖοι μὲν πάσης τῆς 
τἰσώτητος ψάλλεται το Tow διὰ δὲ 
πάσης τὶς ἀναβάσεως ψάλλεται τὸ 
ὡλύγον᾽ δία δὲ πάσης τοῖς κατὰ- 
βάσεως ψάλλεται ὁ ἀπώστροφος᾽ 
Ἐρότισης᾽ πάσαις φωνὲς ψάλλον- 
ται εἷς τὴν παπαδίκην᾽ ἀπόκρισις 
δὲκάτεσαρες᾽ ἀνιούσαις μεν OKT 
κατιὄδυσαις μεν EEN ἐκ TOV ἀνειόντων 
σὺν ταύτα᾽ ὀλίγον ... οξία “ πεταστὴ 45 
κουφισμα ας παϊιλαστον Y dio Kevtipata W 
δαρτα΄ κεντιμα NV καὶ ὑψηλὶ 4 καὶ ἐκ tov 


κατιουσον᾽ ἀπόστροφως ) δῖο απώστροφη σηδεσμη >) 
υπορογῆ ff κράτημα “π.-- ἐλαῴφρον \ 


καὶ ἴχαμηλι Χ ἐξ αὐτὸν δε nad" 


15] 


10. 


15. 


20, 


μερίζωντα TA τἀάισσαιρα σώμα- 

τα καὶ πν(ευμ)άτα᾽ καὶ ᾿σὺν σώματα᾽ 
ἐκ τὸν ἀνυιοισὸν᾽ EEN ολίγον᾽ οξία᾽ 
πεταστὴ KOVONOPA παιλα- 

στῶν δίο κεντίμα(τα) δαρτ(ἀ)᾽ Katt- 


οὖσαις σώματα τέσσερα ἀπο- 


στροφος D Β δ) ὕπωροη S κράτιμ(α) ee 
εἴσην καὶ πν(εὐμ)αί(τα) δ ΄ανίοντα᾽ Β᾽ 
καί κατὴονί(τα) Β΄ ἐκ τὸν ανίουσον ἴσὴν 
TAUTA τὼ κέντιμα᾽ καὶ ὑψηλὴ᾽ 

ἐκ Tov κατιοισῶν 8 ' τὸ ἐλαφρον᾽ 

καὶ ἴ χαμοιλὴ καὶ π(ὼ)ς ὑπωτασοντε 

κε οὐχ εἰποτάσσωνται οὗτος͵ 

αἱ ανϑοὐύσαις᾽ ὄλες φωναὶς᾿ 
κυρϊευοῦνται ὕπο τοῦ ἴσου ὅν οὐ- 
t(w)c ε᾿ δὲ ἀνιοὖῦσες φωνὲς κλύνοντε 
παρὰ ταῖς κατηούσαις φωνῶν 


x ny Lt 
Q ey” ey(sic) 204 (2) 


οὗτος ὑποτάσσωνται δε καί τα ριϑου- 

τα πν(ευμ)α(τα) ανίγωντα y ΄ τὸ ολιγωὼν a 

Tokia Y καὶ ἵ παιταστὴ 45 ὅταν ἔν- 

προσϑεν υπ(ο)κάτο τούτον τεϑόσυν᾽ 

οιῶν ουτ(ω)ς “πάν 45,7) 7 τὰ δε αὐτὸν διλόυν OTL τον 


f - ὸ 
κατιόντον σιμάδιον᾽ τὸν ANCOTPO- 


φον δ) καὶ τὸν δίπλαπωστροφων δ) 
ὁνοῦ» X ) Kpatnpoiinwpwov in του 


ὁμαλοῦ, 7 καὶ γήνεται Ἄ ovt(0)c δὲ 
ὑπωρωὴ ff ὕὑποτάσεται ino του πιὰσ- 
ματος᾽ καὶ γήνετε σῆσμα᾽ ἀρχεὶ 
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τον ἀφώνων σϊμαδίον᾽ μῖδὲ 

τέϑεισμένον᾽ ἀρμόδίος δία 

χειρονὀμήσας ἵσον δ.... δίπλη ““ κρα- 

τιμα “Bee κρατημοκοισφισμα Cy ἀντῖ- 

κενομα “y πίασμα δι ETEVEP LOL te 

λύησμα “. κῖἴλισμα ᾷζ ἀπόδερμα “Ὑ 
onopa \ βαρέα τι τζακήησμα Ψ τρομῖικον ὧν» 
στρεπτον et ὁμαλον ᾿ᾺΆ διπλόμαλο(ν) ΞΘ, 
ψὕὔφηστον wri ἔταιρον μίκρομαλον "—Py 


παρακαλεσμα ee ETEPOV ΝΥ γουργουρισμα Co 


ETEPOV γουργουρισμα sy παρακλη- 
τικὴ Za ετερα “Zu EvPoOKAAopaA gy ἕτερον 


τοῦ ὕψαλτικου SR καὶ γἠνεταὶ ἀργωσυνϑετω(ν) 
συνάγμα Z τρομϊκοσυναγμα > ψύυφι- 

στοσυνάγμα fo τρομιῖκον μετα του (ὀγμαλοῦ ζ΄ , 
EVAPENS 3 : αὐτὲ σὴν αἱ φϑορὲ τὶς 


ὑχοῖς ὥλοις ἀπὸ ἀρχεῖς ἕως 


τέλοις᾽ φϑορὰ τοῦ πρότου ἡχοὺ ὦ 


φϑορὰ τοῦ B ἤχ(ου) “σ' 


φϑορὰ τοῦ Γ᾽ ἤχου > 


φϑορὰ τοῦ A ἤχ(ου) toy 
φϑορὰ τοῦ πλαγίου προτου QU. 
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» 
φϑορὰ tod Ad φ 
φϑορὰ τοῦ νὲ ἐνανῶ £¥ 


ἑτερὰ φϑορὰ K tle (SiC) λέγετε 


Sepa ἁπλοῦν 
φϑορὰ τοῦ πλαγήου Δ΄ ἐδ 


(ἡ) μίφϑορον ΤᾺ ὕμῖφωνον AH 


οὐράνησμα ὅθ, 
ἐκτρεπτὸν C9 


o(av)pdg ὁμοῦ te ᾿ ἴσην τὰ ἄφωνα 
σιμάδία πεντίκοντα δίω ᾿ ind— 

pon δὲ οὗτε σῆσμα ovte πν(ευμ)ά ᾿ 
ἄλλα τοῦ φάριγκος κήνισης ᾿ σύν- 
τομ(ο)ς ἠχί(ο)ς καὶ εὐμέλος τὴν φωνὴν 
ἀποπτήουσα ᾿ δῖο καὶ μέλος κα- 
λύται καὶ δὲ va μάϑεται διἄκονε᾽ 

ὁ ve αἱννανὸς απόϑεν γ(ε)ναται ἢ 
ano τὸν πρότον ᾿ St ὅτι ανανέξη 

THY φωνῆν ᾿ καὶ γήνεται νεαϊνανί(οὴ)ς 
καὶ ὁ λεγετ(ὸς) πόϑεν γενάται ᾿ ἀ- 
πὼ τὸν τέταρτον ᾿ καὶ γήνεται λεγετίος) ἡ 


ἕτέρα προπέδια ποὶοίϑεισα(ν) 
παρὰ κυροῦ ᾿ Ἰω(άννου) τοῦ Γλυκαίως 
ἀπου τὴν δηἀβάση ἔνε δάσκα-- 
λος μέγας ᾿ καὶ εἰ της δὲν τι διαβά- 
GT. οὗται γηνόσκη αὐτὸν ” 

ἰσον, oAnyov, o€na... 
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Ay, 


13. 


Epdtions . πώσα πν(ευμ)αίτα) ψά- 
λλουνται εἴσην A καὶ δία. 

τὶ δὲν επήκασην E οὗ a: 

ot [a ἄλλα ἐπήκαση(ν) Δ΄. 
᾿Απωκρισης΄ διατῇ τέσαι-- 

ρα στηχεία Eve ᾿ ὃ κόσμος 

ἄνω B ἄνεμος καὶ νερὸν : 

καὶ κάτω Β΄ χῶμα. καὶ λαμπρὶ 
οὗτος επηκαση καὶ ἴ διδασκάλη * 


. τὸ κέντιμα. καὶ ὑψηλῆ καὶ ἧς 


ταὶς κατηοῦσες ᾿ ἐλαφρὸν ~ 

καὶ ἴ χαμηλῆ᾽ Ἔρότησης᾽ 

Stat. ἕνα κέντημα ᾿ ἔχη Sto 

φωνὲς κε τὰ δῖο ἔχου(ν) φωνή μία ᾿ 
Ἐρότησης᾽ ὡσπὲρ Eva σκηνὶ 

TOKO * κλόϑητοσκοινει καὶ Eve 
αἵνα καὶ ἀπωκλόϑητο καὶ Eve 
τέσσαιρα Ἐρότι(σιῳ) ἡ " ὀξία καὶ ἴσα- 
ρέα ᾿ ἀπόϑεν εξέβησαν ᾿ δῖ 

ὅτι ἑκώψα τῆν λαύδαν καὶ πίκαν 
ὁξήαν καὶ βαρέαν ᾿ τὸ ὠλλήον καὶ 


1 διπλῆ πόϑεν ἐξέβησαν ᾿ ἐκώ- 


ψαν τὼ πῆ καὶ πίκαν τα΄ 
Ἑρμηνεία τοῖς ὀκτὼ nxotc nyoov 
tov Δ πλάγιον ᾿ καὶ τὸν Δ 
κύριον ᾿ τὰ ὠνόματα: -- ἧς τὴν 
μουσικὴν τέχνη. 

ὁ πρότος λέγαι δόριος 

δεύτερος λέγετε λίδιος. 

τρίτος λέγαιτε φρήγιος ᾿ 


4 
ὁ 
& 
ὁ 
ὁ πλάγιος του πρότου ὕὑποδόριος 


. ὁ πλάγιος τοῦ δευτέρου ὕὑποφρίγιος. 


ὁ πλάγιος τοῦ τρύτου ᾿ ἐστὴν ὁ βαρυς ” 
λέγεται ὑπωλύδιος ᾿ 

ὁ πλάγιος τοῦ τετάρτου ᾿ ὕπομιξο-- 
λύδηος, 


. Δεὶ γηνόσκαι ὁ μουσηκαὶ ᾿ὦτη ἧς 
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Sv. 


20. 


10. 


15. 


20. 


ταὶς ἀνιοῦύσαις ᾿ φωνὲς Ἰσὴν κύ- 
ριοι καὶ ἧς ταῖς κατηοῦσες ἡ πλά- 
οιοὶ ᾿ οὔδεποτε ἑυρίσης ἧς ταῖς 
ἀνιούσαις φωνὲς πλάγιον ἦχον ἡ 
οὗτε ἧς τὴς κατηοῦσαις κύριον ἡ 
ἄλλος ταὶς ἀνιούσης κύριοι 

καὶ ἧς ταὶς κατηούσης πλάγιοι 
παρὰλλαγῆ καὶ ἐροτίματα τῆς 
παπαδϊκῆς τέχνης ᾿ πόση τώνει 
εισῆν τῆς παπαδίκῆς | in” Ἐρότισις ᾿ 
πόσα (ἡ)μήτωνα ᾿ ᾿Απὼκρισης ἢ E 
καὶ πόσα πνί(εύματ)α A. Απώκρισης᾽ 
τὶ εἰσῆν τόνη. καὶ (ἡ)μΐτονα καὶ τὴ 
τα πν(εῦματ)ά. ᾿Απώκρισης ᾿ τόνη 
εἰσῆν τῶ ἴσοί(ν) ᾿ τὸ ὡληγο(ν). ὃ Eta 
ἴ παιτασϑὴ ᾿ τὸ ἀποδερμα ᾿ ὁ 
ἀπόστροφος ᾿ t βαρέα ᾿ τὸ αντι-- 
καίΐνωμα ᾿ τῶ κράτιμα ᾿ ἵ διπλὶ 

τῶ ανὰᾶσταμα ᾿ τῶ ποίασμα ᾿ τὸ 
καταΐβασμα ᾿ τῶ τρηπλὸ(ν) εἴτι 

I σὴήσμα ᾿ τῶ παρακάλησμα 
ἔταιρα οἷον ψυφηστῶν ᾿ κατὰ-- 
βασμα καὶ εξηστρεπτὸν μέλη εἰ- 
σὴν καὶ οὐ τόνη ᾿ ἡμήτωνα εἰσὴν 
ταύτα ᾿ τῶ ἐλαφρὸν ᾿ τὸ κούφησ- 
μα ᾿ ἵ παρὰἀκλητηκὶ ᾿ τὸ ψυφη- 
στον ᾿κατάβασμα ᾿ καὶ τῷ ἐξιστρε-- 
πτὸν᾽ λέγωνται δαὶ καὶ μελὴ εἷς 
ταύτα ᾿ τὸ Ψηφηστὸν το χαμηλὸν 
το ἐλαφρὸν ᾿ καὶ τὸ καίτη μα ” πν(εύματ)α 
δὲ λέγονται δῖὸ τὰς φονὰς 

μὲν απὸλλόση ᾿ χωρῆς γὰρ τοῦ (-- 
σου ᾿ οὗ κατορϑοῦται ᾿ οὐδὲ συνή- 
σταται. καὶ χωρῆς γὰρ ἀποστροφον 
οὗ συνήσταται τὸ χαμηλον ᾿ οὐδὲ 
σῆντεϑέται ᾿ καὶ πάλην χορῆς 
ὁλίον Tt ὀξία καὶ πεταστή οὐδὲ-- 
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6v. 


Tv. 


10. 


16. 


20. 


μοῖ Evpov μελον ᾿ ὁς αὗτος πά- 

λὴν χορῆς απόστροφων ᾿ οὗ - 

χ evpopev τὸ τὸ ψεκτὸν ᾿ γοῦν 
μεϑαίνε τοῦτο ὁμοίος ᾿ καὶ τῶ 
χαμιλῶν καὶ το καίτεμα ᾿ χωρῆς 
ἕτερον τόνον ᾿ οὗ συνίσταται ᾿ 
φονὰς μὲν ἀποταιλῶν ᾿ on μώνα 

δὲ οὐ συνίσταται. τὰ δὲ ἕτεραν ἵ -- 
γουντε ᾿ διὰ πν(εύματ)ά. 

τὸ ἵμισον : τοῦ a εστην ὁ βαρέος. 
τοῦ δευταίρου ὁ πλαγιος τοῦ προτοῦ 
τοῦ τρίτου ᾿ ὁ πλάγιος τοῦ δευτέρου 
καὶ τοῦ τετάρτου ὁ πλάγιος ᾿ τοῦ δευτέρου 
καὶ ἄρχωνται αἱ δοχαῖς τοῦ 
προκημενὸν ὅλις τῆς εὐδο-- 


» 
pasos mB ἐσπαιρας ηχος 9 


“Κύριος |OAKOUVOETE HOU EV TW κεκραγέναι! ..." 
Γήνοσκε ὁ μουσϊκαὶ ὅτι ἀπὸ 
τον TPOT(OV) ἤχί(ον) ευγῆς μίαν φονην ευρί-- 


τ Dar . ‘ \ - 4 
ons nx(ov) Y BL OE καὶ εὐγῆς φονὰς 
τρῆς . ευρῆς ἠχίον) a a εἴ δε καὶ εὐ(γῆς) 


φωνὰς ταισαίρας ᾿ εὑρῆς ἦχ(ον) τέ-- 


ταρτον 5 ᾿εἰ δὲ ευγῆς Povac 


Ζ 


΄ 
τέσαιροις εὑρῆς ἠχίον) πρότον 9 


ομῖος πάλιν ἀνευγῖς απὸ TOV 
δεύταιρον ἤχ(ον) μίαν φονῆν ἡ 
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10. 


evpng ἤχίον) Κ΄. εἰ ευγῆς φονὰς 


v4 


, δ᾽ ΥΩ ' 0? 
510 εὑρῆς ηχίον) τέταρτον S 


el δαι evyic φονὰς Γ᾽ ᾿ευρης ἦχί(ον) 


Ζ 


΄ 4 4 a = 
πρότον 9 ᾿εἰ δαὶ εὐγῆς povasc 


Δ΄. εὑρης πάλιν κύριον δεύτε-- 


a. , ; ᾿ 
. pov μ ομίος πάλιν ἐὰν ευγ(ῆς) 


ONO τὸν τρίτον ἤχίον) φονη pla ᾿ευρι- 


σης ἦχ(ον) 5 ᾿ εἰ δὲ ευγῖς φονας 


Ζ 


» 
διὸ ευρῆς ἤχ(ον) πρότον 9 ᾿εἰ δὲ 


: ον ME “ 
ευγῆς ova τρῆς ευρῆς ἡχίον) Y . 
ομῖος πάλιν ξὰν ευγῆς ἀπὸ 


τὸν τέταρτον ᾿ φονὶ μίαν εὐρης 


Ζ 


΄ 
ἤἦχί(ον) πρότον 9 ᾿εἰ δὲ ευγῖς φονὰς 


- , ay. 
Sto ευρῆς ἠχίον) δεύτερον y 
el Sat svyic φονὰς τρῖς ευρῆς ἠχί(ον) 


, a 
TPLTOV = £1 δὲ ευγῆς φονὰς 


BV. 


10. 


20. 


τεσάρης ELPUS πάλιν κύριον 


& 


TOUTOAPTOV ς ᾿αἀρχη τῶν πλάγιων 


k» 
ap(xn) του πλαγίου τ "-- 


ἐὰν κατηβῖς ἀπο τον πλαγίον πρότον 
NX(OV) φονὶ μίαν ᾿ ευρῖς ἠχίον) πλαγιί(ον) ται-- 


τάρτου 5” ᾿ἐὰν καταιβῖς 
φονὰς Sto ευρῆς ἠχίον) βαρὺν USE . 
ἐὰν καταιβῖς φονὰς τρῦς EUPts ἠχίον) 
A y ἕαν καταϊβῖς φονὰς ταῖϊσσαι-- 
» 
pig ᾿ευρῦς ἠχίον) πάλιν κυριον RAGYL(OV) ἤχ(ον) 0 : 


*2 ow a ᾿ ᾽ 
EQV καταιευῖς AMAL τὸν πλαγιί(ον) 
δευταίρου movi μίαν ᾿ευρης ny(ov) 


» 
πλάγιον 0 ᾿ εἰ δαὶ καταιβὶς 


φονὰς Sto supus ἤχ(ον) πλάγιον ταἰ-- 
᾿ ὅ Set. tf % 

τάρτου qt’ Tt dat καταιβῖς povac 

τρῖς ᾿ ευρῖς ἠἤχίον) βαρῦν ΑΖ. 

εἰ Sat καταιβῖς φονὰς δ᾽ ᾿ευρὺς 


» 


f f f f 
πάλιν κυριὸν πλάγιον δευταίρου ny ὃ 


ἐὰν καταιβῖς ano τὸν βαρῦν 
φονι μίαν ᾿ευρῦς ἠχίον) πλάγιον δευταί-- 
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10. 


20. 


x 


ρου FF μ “el δαὶ καταιβῖς φονὰς 


xk» 
B ᾿ευρις ἠχίον) πλάγιον προτὸν τ . 


εἰ δαὶ καταιβὶς φονὰς γ᾽ ᾿ευρῖς 


ἤχίον) πλάγι(ον) ταιτάρτου ὁ τ ' 

εἰ δαὶ καταιβῖς φονὰς a εὑρῖς 

κύριον πάλιν βαρῦν OSE . 

ἐὰν ANO τὸν πλάγιον ταιτάρτου 

καταιβῖς φονι μίαν ᾿ εὐρὺς ἠχιίον AEE . 
ει δὲ καταιβῖς φονὰς δίο ευρὶς 


» 
ἠχίον) πλάγιον δευταίρου π᾿ ; 
t δὲ καταιβῖς φονάς τρῖς ᾿ ευρῖς 

x» 
nx(OV) πλάγι(ον) πρότου 79 : 


{ δαὶ καταιβῖς φονὰς 8 εὐρὺς 


7 ? , ͵ i. 
Nx(ov) κύριον πλάγιον ταιταρτου ΑἹ ἐν 


καὶ αὑτὸς ἔστην βαρῦς 
τοῖσι ὁ μουσικαὶ ἐὰν καποριβῖς 
ἀπὸ TOV πρότον HY(OV) φονι μίαν ευρις- 


ρισις (Sic) ἤχίον) πλάγιον ταιτάρτου ὅ τ 


a? ~ 
ἐὰν ευγῖς ἀπο TOV πλάνιον ταιτάρ-- 


20. 


Z 


- f ry - ἤ “΄ 
τοῦ φονι μῖαν ευρις ηχίον) πρότον 9 
ἐὰν ευγῆς AMO TOV πλάγιον προτον 
a a: : A 
NX(OV) φονι μίαν ᾿ evprs ny(ov) ν΄ 
ὅμϊος πάλιν ἐὰν καταιβῆς 


ὼ . οι 
ATO τον προτον μίαν φονήν ᾿ εὑρῖς 


ἠχίον) πλάγιον δευταίρου πὸ : 


4 2 ~ \ U lz 
καὶ Ov εὐγῖς απο τὸν πλαγιί(ον) dSevtat— 


pov ἤχίον) μιαν φονῖ ευρὶς ἠχίον) τρίτον pes Ξ 
ὁμίος ἐὰν καταιβῆς απὸ τὸν 

ταίταρτον ἠχίον) φονι μίαν ᾿ εὑρις 

ἠχίον) βαρῦν (ΑΖ, καὶ ἐὰν εὐγῆς ἀ- 

πο τὸν Baptv μῖάν po(vn), ευρισῆς 

ἠχίον) δ᾽ ὁμῖος ἐὰν ευὐγῆς ἀπο τὸν 


. πλάγιον προτον B φονὰς᾽ εὑρις ἦχ(ον) ᾿ 


ὁμῖος πάλιν αἰάν ευγῆς απὸ 
τὸν πλάγιον δευταίρου ᾿δίο φονὰς 


4 


ευρῆς ἤχ(ον) ταίταρτον 5 
ὁμίος παλιν Ev ευγῖς απὸ TOV 

af Lo. ΠΝ Ἐν A 
βαρῦν B φονὰς ευρῖς Hy(ov) προτον 9 


ὁμῖος πάλιν adv ευγῖς απὸ τὸν 
πλάγιον ταιτάρτου β᾽ φονας 


ΤΊ Sanas we 2443, : 161 


» 2 ' a 
EVPIC HY(OV) δευταιρον y 
Ov. Γύνοσκε 61(1) ἐὰν evyic ἀπὸ τὸν πλαγιον 


» 
πρότου Hx(OVv) 0 φονὰς τρῖς ᾿εὑρῆς 


« 


vv f 0 ” 
χίον) ταίταρτον S . Και αἵνας 


δεμένος νέαιννάνος. 
5, καὶ atv καταρβῆς απὼ τὸν ταί-- 
ταρτον φωνὰς Y ευρις ἡχίον) πλάγί(ιον) 


») 
πρότου q ᾿ὁμίος ἄν εὐγις ἀ-- 
πὸ τὸν πλάγιον δευταίρου ἤχίου) 
ἢ “ - δ ὦν gf f 4 » 
φωνὰς τρῦς ᾿ εὑρῖς ηχίον) πρότον 9 
10. Kai κἦνος ἔνε δεδεμένος φύσηκός 
νὲἑαϊννανὸς ᾿ καὶ ἐὰν καταιβῆς 
ἀ(πο) to νξαιννανῶν ᾿ φωνὰς τρις ᾿ ευρῖς 


° ᾿ ͵ } a 
ἠχίον) πλάγιον δευταῖρου y 


t i 4 3 4 J , 4 - 
OPLOG καὶ ἀπὸ τὸν πρότον 9 


15. ὁμίος καὶ ἀπο τὸν βαρῦν ἤχίον) ευγῆς 


4 
φωνὰς Tpic ᾿ευρησῆς ἦχον i τοδί y 


καὶ αἰάν τῆς ἔνε δεδεμένης ἠχίον) y 
καὶ αἷἱᾶν κατὰ βοῖς απο τὸν δεύ-- 


topo ἦχ(ον) φονὰς γ᾽ ᾿ευρης ἦχ(ον) βα- 
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10. 


20. pdv CEE ᾿ὁμῖος ἄν ἰεὐγῆς 


10. 


15. 


a ' 4 f i . 
QANO τὸν πλάγηον ταιτάρτου 


ἦχ(ον) A ον φωνὰς τρῆς εὑρήσκις 


Τ ? op? -. ἐν 
NX(OV) tpitov “ KE EQAV καται- 


᾿“᾿ 
βῆς ἀπὸ τον τρίτον φονὰς y. 


EvPLVOKUS) ἠχίον) πλάγϊί(ον) ταιτάρτου A 5 
καὶ αἰἄν evyic απὸ TOV πλάγιον 

; . Ε Se 4 
πρότου ἤχίον) φωνὰς 6 svptoKy(c) 9 


ὁμίος καὶ απὸ TO(V) πρότον ἤχί(ον) κα-- 
τἀβα(ς) ταίΐσσαρης φωνὰς εὑ-- 


x» 
ρύσκϊ(ς) ἠχίον) mutyn(ov) προτου {78 


καὶ αἰὰν ευγῆς απὸ τον πλάγηον 
δευταίρου ἤχίου) φωνὰς ταίσαιροις 


“oy / 4 
εὐρυσκῖ(ς) ηχίον) SevTALPOV y 


καὶ ἀπο τὸν δεύταιρον ἤχίον) κατα-- 
Bac φωνὰς δ᾽ ᾿ευρυσκῖ(ς) πλάγιον δευ-- 


ταίρου πὸ "Kal ἐὰν evyic ἀπο τὸν 


τ 4 “ ὃ + Ψ 
βαρῦν nx(ov) φωνὰς 5 Ἐυρησκῖ(ς) ηχίον) y= 
κατάβα(ς) φονὲς δ΄ ᾿εὐρησκι(ς) ἤχ(ον) 
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Bapdv OSE ᾿ καὶ iv ευγῖς ἀ-- 
πὸ τὸν ἤχ(ον) τοῦ πλάγι(ου) ταϊιταρτου ἤχ(ου) 
φωνὰς ταϊσσάρας ᾿ εὑρῖς Hy(OV) τέ-- 


« 


20. ταρτον S ᾿ὁμίος Kat ἀπο τὸν 


ταίταρτον ἤχίον) κατάβας φωνας δ᾽ 


εὑρῦς ἤχί(ον) πλάγηον τοῦ ταιταρτου A 5 


Τέλος καλῶν. 


ὁ δ᾽ αὐτὸς κύκλος ἔϊκεν οὗτος πρότος 

ηχος καὶ καλὸς ὁμού τε κε κύριος 
συντεϑεῖς τὰς φωνὰς τὸν ἁσμάτον 

παρὰ κυροῦ Ιω(άννου) τοῦ Κουκουζέλλου. 


ΠΡΟ ν᾿ ρου ΝΜ ee eee ee eee 


- U/ a. 

O δίκυκλος Etkev οὗτος καλὸς 
συνταιϑῆς τὰς φωνὰς τὰς φω-- 
νας τῶν ἁσμάτον ἤχος κύριος 
καὶ πλάγιος. ὅμοῦ & τέχνϊ τεχνὸν 

4 ~ - ἢ ’ 
NAPA τῶν διδασκαλον. 


12. φοοοφοφρορφαοαθοοουουφθοουοφουδοδοθοθυθοφοοοοφθοφοθυφοοφο φθφοοφφοφοορροοοδούδοροσδοαυφονυνυοσοφουφοφουσασσνυούό 


ὁ δίκυκλος εἴκεν οὗτος κα-- 
KOs : σῆντεϑῆς τὰς φῶνὰς 
τῶν ἀσμάτον ἤχος κύριος 
καὶ πλάγιος ὁμοῦ & τέχνη 

5. téyvdv παρα τὸν διδασκαλον 


14. 


14v. 


ὁ δ᾽ αὐτὸς τετρὰκύκλος. ἐ- 

ἵκεν οὗτος ᾽ο κήκλος σῆνται-- 
ϑῆς τὰς φῶ νὰς τὸν as μάτον 
κύριος | ἴχος μέσης ται. καὶ πλα- 
Hors ὁ φέλημος de ἐστῆν τέ-- 

χνῆς τῆς μουσηκοῖς παρὰ κυρου. Ἰω(άννου). 


φουυνσουνυνοναυνονδυορφουθυννυσοοουποφσορσαποουνϑποδδοκνφοοοφοφοθόουῤφαναοοφ φεφφοφφυφυθφοφοφεῤονονοευνσουνννοσσνουσον 


ἄλλα 

ὁ μι οὗ τῆς ἁ- 

MANS ἔχη δὲ οὗτος μηχανῆν κικρουμένην. 
ὅμος σκόπευσον καὶ ταύτην ευρίσης. 


"Τουτὸν τὸ καλιφωνάρι ... 


TEs πείν)τε χιαδες 
εξοδηασα τες δια υ- 
για ο Θίδο)ς NvE μαρτις. 


Ilepepogr 


JI.1 06.Co Cssatpim borom, Hayao ManagwvyecKOH HayKH. OHa 


HauMHaeTca Cc Ge3HHTepBaIbHOTO MCOHA, Mowlllero cormacHo 
vxocam!., 

[Ucon] - Hayano, cepeqwHa, KOHelW WM CHCTeMa BCeX 
<BOCXOJAMIMX H>* HHCXOZALIHX [3HaKOB], ΤᾺΚ KaK MCOH OCH 
ynobeH JIA paBeHcTBa [C MpebUIyUIMM 3BYKOM], μῦο 6683 
UcoHa He AOcTHTacTca HHTepBa?. 


JI.2. Wcou - 6e3MHTepBabHblit [3HakK], HO OH He G6e33By4eH [KaK 


JI.2 οὔ. πβοΐϊηοὔ COeAMHEHHbIN anoctpod@ )} Hnoppouw fs KpaTHMa 


ToT], KOTOpbIH He HMeeT 3By4aHNA. OH O3By4NBAeTCA, HO He 
u3MepseTca, M60 He HMeeT MCYMCIAeMOrO § HHTepBana’. 
[OnHako] 6€3 McoHa He MOcTHTaeTcd WHTepBan, [HOO OH 
o6pasyeT] paBeHCTBO [Cc ΠΡΕΠΡΙΠΥΙΠΜΜ 3BYKOM| JIA NOBbILWEHHA 
H ΠΟΗΜΆΘΗΜΗ. = 

| Bonpoc]. CKonbkKo loch@anix} 3HaKOB NoeTca Β ΠΑΠΆΠΗΚΗΣ 


Omeem. Tpu: vcoH ὦ... ΟΠΉΓΟΗ — Ηὶ ἀποοτροῷ ) . 


NMostomy 18 BCAKOM poBHocTH [Cc MpedaiecTBYIOWIMM 3BYKOM| 
MOeTCA HCOH, JIA BCAKOFO NOBbILWECHHA NOeTCA ΟΠΉΓΟΗ, a WIA 
BCAKOTO NOHWOKEHHA NoetTca anocTpod>. 

Bonpoc. CKONbKO MWHTepBayIbHbIX 3HAKOB fMOeTCA B 
ΠΆΠΑΠΗΚΗ 

Omeem. UeTbipHaguaTp: 8 Boexogamux [HM] 6 ἩΜΟΧΟΠ5ΊΙΗΧ. 
K BOCXOAAWIMM OTHOCATCA TakKHe [3HAaKH]|: ONHTOH om OKCHSA 
/ ‘leTacTw 645 Κγῴμομα @y NenacTroH Y ABOHMHaA ΚΟΗΠΗΜᾶ 


ΝᾺ, <KoTOpbie Ha3biBaloTca> AapTbl®, [a Takxe] KeHAMMa \ ἢ 


uncuan 4. . 


K ΗΜΟΧΟΠΉΙΠΙΗΜ [OTHOCATCA TakHe 3HakKH]: anoctpod ) 
7 


“τ.-- oappoH f\ ἡ Χχαμήπηῃ X . 


HM cpeav ἨΗΧ TakKe pa3nHyaioTca Tena wu yeTbIpe syxa’®, 
CpeauM BOCXOASIUMX ΤΟΠΆΜΗ sABIAIOTCA 6 [3HAaKOB]: ΟΠΉΓΙΟΗ, 
OKCHA, MeTacTH, KyducMa, MeNacTOH, ABOMHAA KeHHMAa, 
ΠΣ <KOTOpble ἨΔ3ΒΙΒΔΙΟΤΟΣ cnt! UeTbipe HHCXOZAWIMX Tesla 


{rakve]: anoctpop ) πβοἥΐηοὔ [anoctpod] )) unoppon κὶ 


KpaTHMalO =g_. 

CymectByeT Η 4 ayxa: 2 Bocxogsmmx [Hv] 2 HucxonamMX. Κα 
BOCXOQAMIMM OTHOCHTCA KeHAMMAa ἡ ΜΠΟΜΠΗ; K Ἡμοχοπιπημι 
- ΞΠΆΦΡΟΗ VW xaMwin. 

[Bonpoc]. ΚΆΚΗΜ o6pa30M OHH NOAYHHAWTCA ΜΠῊ He 
noqunHsawresn<?>!2, 

[Omeem]|. Tak, 4TO Bce BOCXOAAIIMe ΜΗΤΟΡΒΆΠΡΗΒΙΘ 3HaKH 
PYKOBOAATCA HCOHOM, KOTOpbIii [pyKOBO_HT MMH] Tak ... 3 

Bocxoaauinve xe WMHTepBaIbHble 3HaKH CKIOHAIOTCA ΠΟΙ 
HHCXOAALIMMH Tak...!4 


A ’ 
Do Biei. Ynege 


<M tena>!> ΠΟΠΥΜΗΞΙΌΤΟΣ yka3aHHbIM ΠΥΧΆΜ. [Tax], Tp 
HavabHbix!© [Tena] - ΟΠΉΓΟΗ — OKCHA 4 MeTacTH 4 - 

[ΠΟΠῚΜΗΞΙΌΤΟΜ], KOMMa UX γΟΤΑΗΔΒΠΜΒΆΙΟΤ Nepex ΜΠῊ ΠΟΙ͂ 
[πγχαμΜ}, HanpHMep, τακ... 17 


Ld 
~—\a5\e5 ~ - 
Orcioga OOHapyXKHBAlOT, YTO CpeqH HHCXOASIUWIMX 3HAKOB 


anoctpo >) Hu Πβοΐηοὔ anoctpod!® )) <nogunHstwrtes 
HHCXOAAMIMM AyxamM>!?, HanpuMep, Tak22: 
cf" » X) 

[Korga]. KpaTHMonnoppoor [nomeilaetca}] non omanoHom2! 
“7, τὸ monyyaetcn22 “- . 3arem, [Korma] unoppon κα 
noMelulaeTcs nom muacmMoli, To nonyyaetcs cucma?}, 

Hayao 6e236yunwix 3naKkoe, ycmanoeaennux?* 
Hadaewauum OOpaz0m OAR Xuponamun. 


Vicon. ὅδ... aunan® 4/ KpaTHMa —g— xkpaTHMoKydyHcma 


Qa aHT HKCHOMa ΚΤ mHacma \ gnerepmMa νὰ nurucmad _ 
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κηπῆομὰ ©\_ anogepmMa “y= cucma? \ napus ἃ ΠϑΆΚΗΟΜᾶᾺ 


ψ TPOMHKOH εν ΟΥ̓ΡΘΠΤΟΗ ἣρ omanoH _ 7 Ππβοΐηοΐἥ ΟΜΆΠΟΗ 


ΞΦ, nNCH®HCTOH "4 ΠΡΥΤΟΪ μαπριΐδ᾽ omanon2? Ξ 


ΠΑΡΑΚΆΠΘΟΜΑ 4 apyraa [mapakasiecma] ἐν ryprypucma2? @, 


upyraa ryprypHcMa ΨΥ MapaKnHTHKH ζ.. aApyras 


[mapaknMTHKH]2®4 τῷ KcHpoH KnacMa gp [roprocHHTeToH| 


=}, apyrou [roprocuntetou] ncantHKH?? ἈΞ un nonyuaercs 
aprocMHTeTOH, cHHarmMa22 7% ΤΡΟΜΗΚΟΟΜΗΔΓΜΆ ῳ 


ΠΟΜΦΜΟΤΟΟΜΗΔΓΜΆᾶ . TpOMHKOH C OM@JIOHOM 47 


9HAPKCHC 2 . 


JI.3 οὔ. Imo dmopet ecex uxocoée, om Haxana do Konya: 
ᾧτορα' nepsporo uxoca ds 
(bTopa BTOporo uxoca “σ 
Φτορᾷ TpeTbero Ἡχοοᾶ ὦ 


dbTopa yeTBEpTorO Hxoca toy 
dtTopa miaranbHoro Nepsoro [Hxoca] Qu 


dropa miarasbHoro BTroporo [Hxoca] φ 


ᾧτορα "HeHaHo" SF 


apyraa @Topa K “JIereToc" 
TeMa ΔΠΠΥῊ 
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@Topa MiaranbHoro 4YeTBEpTOTO Hxoca 


nonydropa Ke nonydoun?!3 me 


ypaHicma ὅθ. 


9KTpentToH C9 
cTaBpoc??. 


Utoro cymiectsyet 52 6e33ByY4HbIX 3828 Κ 


MUnoppou xe - ΗΜ TeslO, HH AyX, ἃ 3BY4HO H MesIOMHYHO 
MpOH3HOCHMOe ABYDOKeHHe rosioca u3 ropa. Tlostomy ἡ Mesoc 
[ee Tak] Ha3bIBaeTca. Yuunte [9TO], AbAKOHHI. 


[ Bonpoc]. Orxyna o6pa3yeTca “"HeHaHo”? 
JI.4 [Omeem]|. ΟἹ nepsoro [χοῦ], MOTOMy 4TO “HeHaHo" 
o6pa3yeT 3ByyaHHe ᾿"ΒΠΆΠΒΙΚΩ, OTMyCTH’. 
| Bonpoc|. A oTKyga o6pa3yetca “nereToc”? 
[| Omeem|. "Jlereroc" Nony4aetca 43 4YeTBEpTOrO Hxoca. 


493, 


Jipyrow** yue6Huk O6biln co3qaH ΓΟΟΠΟΠΜΗΟΜ VoaHHom 
Γπμηκοΐ. Tot, kro [ero] mpouret, - BeEMMKHH y4HTesb, a ΘΟῸΠῊ 
KTO-JIH60 He MpouTeT,TOT He y3HaeT ero: 

“σον, onuzon, oxcus..."2> 
J1.4 οὔ. Bonpoc. CKonbKo NloeTcaA ΠΥΧΟΒ <?> 

{ Omeem|. UetThipe. 

[ Bonpoc|. A novwemy NpeaznncpiBaior [neTb] He 5 WH 6, WIM 
3, a [MMeHHO] 4<?> 

Omeem. ΠΟΤΟΜΥ ἍΤΟ CyllecTByeT YeTbIpe CTHXHH. BceneHHas 
[uMeeT] Be CTHXHH BBepxy - BeTep HM BOAY, MH ABC BHH3Y - 
3emmi0 ἡ Ilacxy*6. Tak yrBepxklaaiH MK yuHTena [My3bIKH - 7]. 
«ΠΡ BocxoxgeHHH Moetca>*’ KeHaHMa Η HNCHIH, a ΠΡΗ 
ΗΜΟΧΟΣΚΠΙΘΗΜΗ - Ξ9ΠΆΦΡΟΗ MW ΧΆΜΗΠΜ. 

Bonpoc. Οτάεγο οπηᾶ ΚΟΗΠΗΜᾶ ΥὙΚΆΞΡΙΒΔΟΤ Be ΦΟΗΗ, ἃ 
nBOMHAaA - OMHY POHH<?> 


169 


Te ὁ ὁὃὁΘ ΠΠΚ ἮὃὁἑϑρΡθ ͵ 


Omeem. Ona nmono6Ha cryleTeHHWO OHOM BepeBKM: Kora 
ΟΠΠΘΟΤΏΘΤΟΗ BepeBKa, TO ΠΟΠΥΜΆΘΤΟΗ ofHa, a ΚΟΙΠᾺ pacmie- 
TaeTca - Nonyyaetca yetpipe.38 

Bonpoc. OrKyaa NoNy4ansNch OKCHA Ηὶ ΒΆΡΗ5 7» 

[Omeem]|. Tlotomy To pa3pe3sanu "“namO6gy" uM Ha3BanHK 
[uacTH] OKcHeH MW BapHeln. 

[ Bonpoc|. OTKyaa Noy4HIM OAMTOH ἡ ΠΗΠΠΗΦ7» 


JS. [Omeem|. Paspe3zann ΠΗ wn [cooTBeTCTBeEHHO] 
Ha3BasIH HX, 


O6sacHeHue BOCbMU UX0CO., 
mo ecmb 4 naazanbnox u 4 OCHO6HbILX 


[Mx] Ha3BaHHa B My3bIKaIbHOM MckycctTBe [Take]: 
nepBbl {Hxoc] Ha3bIBAeTCA ΠΟΡΗΜΠΌΚΗΜ, 
BTOpOH Ha3bIBaeTcA JIMMAHHCKMM, 
TpeTHH HasbipaeTcaA ΦΡΗΓΗΜΠΌΚΗΜ, 
<yeTBepTbIM Ha3bIBAaeTCA MHKCOJIMAMMCKHM >”, 
ΠΠΆΓΑΠΡΗΡΙΜ NMepsporo [Ha3biBaeTca] ΓΗΠΟΠΟΡΗΜΠΌΚΗΜ, 
MiaraibHbIM BTOporo - ΓΗΠΟΦΡΗΓΗΜΠΊΌΚΗΜ, 
ΠΠΑΓΆΠΡΗΡΙΠ TpeTbero - "HH3KHM" [WIM] ΓΗΠοπμαμ ἤοΚΗΜή,, 
ΠΠΑΓΑΠΡΗΒΙ YeTBepTOrO - FTHTIOMHKCOJMOQUMCKMM. 
My3pbikanTp!! Heo6xoquMo 3HaTb, YTO OCHOBHbIE HXOCHI 
HaxOOHTCA B BOCXODSHIHX 3BYKaX, ἃ ITWaraibHble - B 
ἩΜΟΧΟΜΠΊΠΗΧ. M6o Thi HHKOrMMa He HaWJelllb ΠΠΆΓΑΠΡΗΒΙΪ HXOC 
B ΒΟΟΧΟΠΗΙΠΗΧ 3BYKaX, ἃ OCHOBHOH - B HMHCXOAALIMX, HO 
[Bcerga] ocHOBHble [6ynyr Haxo_HTECA] B BOCXONAMINX, a 
nmlarasibHble - B HHCXODSAMIMX. 
J1.5 οὔ. 


flapanaaeu* u eonpocet 
no nanaduyecKkomy uckyccmey 


| Bonpoc]. CkonbKO TOHOB cylecTByeT B manaqMyeckKoM 
[uckyccTBe]<?> 

[Omeem]. TlatHaguats*3, 

Bonpoc. CKonbKo nojyroHoB<?> 

Omeem. T1sTb. 

{ Bonpoc]. CKonbKo AyxoB<?> 

Omeem. Uetpipe. 

| Bonpoc|. Uto Taxoe TOHbI, ΠΟΠΥΤΟΗΡΙ ἢ Wyxu<?> 
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Omeem. ToHbi - 3TO HCOH, ΟΠΉΓΟΗ, OKCHA, NeTacTH, ano- 
nepMa, anoctpod, ΒΆΡΗ, AaHTHKEHOMA, KpaTHMa, ΠΜΠΠΗ͂, aHac- 
TaMa, MmMacMa, KaTaBacMa, TPHIVIOH M60 cvcMa, Mapaka- 
necma*4. JIpyrve xe [3HakH] - ΠΟΜΦΜΟΤΟΗ, KaTaBacMa M 3KCH- 
CTpelToH - ABIAIOTCA MesocaMH, a He TOHaMH*, ΠΟΠΥΤΟΗΔΜΗ 
ABIAIOTCA Takve [3HaKu]|: 37adpoH, Kyducma, NapakKIHTHKH, 
ncu@ucToKaTapacMa HM 93KcHcTpenToH*®, Onn ΗΔΞΡΙΒΔΙΌΤΟΗ ΚΗ 
MesIOCaMH. 


“1.6. [Πνχμ] κα Τὰκμε: ἩΠΟΜΠΟΗ, XaMHJIH, 9ΠΆΦΡΟΗ ἡ 
ΚΘΟΘΉΗΠΗΜΆ. OHH ΗΔ3ΒΙΒΔΙΌΤΟΗ DYXaMH, ΠΟΤΟΜΥ 4TO OHH ΟΟ3ΠΔΙΟΤ 
fOonmbluve] ΜΗΤΟΡΒΩΠΕΙ [Hu] 6e3 ΦΠΡΥΓΗΧ TOHOB> He 
ycTaHaBiMBaiorca*’?, Bes anoctpoda He ycTaHaBIMBaeTcs 
ΧΩΜΗΠΗ WM He OOpa3yeTca [HHKaKOH HHCXOZALWIHMH ΜΗΤΘΡΒΆΠ]Ι. 
H, Hao6opoT, 6e3 OIMTOHa ἩΠῊ OKCHM HW NeTacTH MbI He 
o6HapyKHBaeM ΗΜ OHO <uMncunH>*’, Takum xe o6pa30m 6e3 
anocTpoda Mbl He OOHapyXUBaeM «9ΠΑΦΡΟΗΔ WIM ΧΆΜΗΠΗ, a 
eciH MW O6HapyxuBaeM>*? Takoe, TO CYHTAeM 3TO ΠΟΟΤΟΜΉΡΙΜ 
nopuuaHHs. Takxke 6e3 ΠΡΥΓΗΧ TOHOB He yCTaHaBJINBaeTcA 
XaMHWJIM H KEHDUMa. XOTA OHM OOpa3ylWT ΜΗΤΟΡΒΆΠΡΙ, HO OHM 
He ycCTaHaBIMBaloTcH. JIpyrne xe [3HaKH] paccMaTpHBaloTcA 
cpeau myxos...9 


CpeHHHbIN NepsBoro [Hxoca] - "HH3KHH", 
[cpemHHHbIM] BTOporo - ΠΠΑΓΑΠΡΗΒΙ <yetBeptoro>?!, 
[cpemMHHbIM] TpeTbero - <NepBbIN WiaraibHbiH>, 

Η [cpeqMHHbIM] YeTBepTOro - <BTOpoM MIaraibHbIH>. 


JI.6 οὔ. Haunnattca goxn>? ΠΡΟΚΗΜΒΗΔ sce Hegemn. Ha Beyepwo 
NOHEACJIBHKKa, ΠΕΡΒΒΙΗ HXOC: 


"Tocnogb, ycrbiuHT MeHa...">2 
‘ 
JI.7 06.3Havi, My3bIKaHT, TO ΘΟ OT ΠΟΡΒΟΙῸ Hxoca ΤΡΙ 


De 


ΠΟΠΗΜΜΘΉΙΒΟΣ Ha | ΦΟΗΜ, TO OOHAapyXHLWb UXOC y > CI 


*Ke ΤΩΙ NMOMHHMelIbcA Ha 2°4 conn, TO OOHapyXHlIb HxXOC 


pa 


ecnH 6 TbI ΠΟΠΗΜΜΕΟΙΙΒΟΗ͂ Ha 3° QoHH, To 
17] 


> 


4 


ae: 56 
oOHapyXKHLIb S ; CCIM ΚΘ ΤΡΙ NOAHMMelIbCA Ha 490 dony, 


Ζ 


“" 
TO COOHapyXUWb ΠΕΡΒΡΙΪ Hxoc 9 


TOuUHO Tak KE, CCH Th] ΠΟΠΗΜΜΘΊΠΡΟΗ OT BTOPOFO HXOCa Ha 


=— 
| POHH, Τὸ OOHAPYXHIWb HXOC f= ; CCH Th] NOJHHMELIbCA Ha 


4 


a7 
2 @OHUM, TO OCOHAPyXHLIb HXOC 4eTBEpTbIi S ; ΘΟΠΗ Thi 


έ 


a 
NOHUMeLIbCA Ha 3 (OHH, TO OO6HAPYXHLIb HXOC NepBbIn 9 ; 


ecIH Tb! ΠΟΠΗΜΜΘΗΙΒΡΟΩ Ha 4 ΦΟΗΜ, TO BHOBb OOHAapyXHIllb 


4 
OCHOBHOM>’ y 


TouHO TaK Ke, ΘΟΠΗ TbIl BHOBb NOXHHMELIbCS OT TpeTbero 


A 


uxoca Ha | (pOHH, TO OGHApPyXHLUb HUxXOC S ; CCM ΤΡΙ 


Z 


΄ 
ΠΟΠΗΜΜΘΊΙΙΒΟΣ ΗΔ 2 ΦΟΗΜ, TO ΟΟΗΔΡΥΚΗΙΠΡ NepBbIH HXOC 9 


4. 
eCIH Tb] ΠΟΠΗΜΜΘΊΠΒΟΗ Ha 3 (OHH, TO OOHAPyXULIb HXOC μ΄ : 


<ecH Tbl MOMHHMeWbCA Ha 4 ΦΟΗΜ, TO BHOBb ΟΟἨΗΔΡΥΣΚΜΙΠΡ 
OCHOBHOH, TO ecTb TpeTHi uxoc>>®. 
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-- -- ST 


J1.8. TouHO TaK xe, ΘΟΠῊ Th NOMHHMeLlIbCH Ha | POHH 


Ζ 


΄ 
OT ‘“eTBeEpTOrO Mxoca, TO OOHAaApyXHb ΠΕΟΡΒΡΙΜ ΗΙΧΟς 9 : 


eCIM Tbl ΠΟΠΗΜΜΟΙΙΒΟΗ Ha 2 ΦΟΗΜ, TO OOHAPYXHIWb BTOPOH 
4. 
Hxoc y ’ ΘΟΠΗ͂ Tb] NOMHHMeWIbCA Ha 3 (OHM TO OCOHAPyXHLUb 


4 
TpeTHH χοὸς » > ΘΟΠΗ Tbl ΠΟΠΗΜΜΟΙΙΒΟΗ Ha 4 (OHH, TO 


4 


os vw ’᾽΄"' 
BHOBb OOHAapyXHLIb OCHOBHOM ΟΤΒΟΡΤΡΙ [Hxoc] S 


Hayano naazaacnoix [uxocoe]. 


» 


Hayano maaranbHoro?? τ . ΕσΠμ ΤΡΙ OMYCTHUIbCH OT 


NepBoro MiaranbHoro uxoca Ha | qdoHH, TO ΟΘΗΔΡΥΆΜΙΗΡ 


> 
ΠΠΆΓΑΠΡΗΒΙΜ WeTBEpTOTO 4) > eCNH TbI OMYCTHLIbCH Ha 2 


(OHH, TO OGHapyXKHWb “HM3KHHi" χοῦ USE ; ΘΟῸΠῊ THI 
ONycTHLUbcH Ha 3 GOHH, TO OOHapyXHUIb ΠΠΑΓΆΠΡΗΡΙΝ ΗΧΟΟ 


ny - @CNM ΤΡΙ ONMYCTHWbCHA Ha 4 ChoHH, TO OOHAaPyXHIIb 


x» 


OCHOBHOHM ΠΠΑΓΑΠΡΗΡΙ 60 χοὸς πϑ. 


Ecau ΤΡΙ ONYCTHLULCS OT BTOporo ΠΠΑΓΆΠΡΗΟΓΟ uxoca Ha | 


“» 


ΦΟΗΗ, TO OOHAPyKMWb ΠΠΌΏΓΑΠΡΗΡΙΜ ΗΧΟς TZY ; ΘΟΠῊ ΤΡΙ 
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a ee ὦ 


JI.8 06.onycTHiubcsa Ha 2 qboHH, TO O6HapyKHUIb mMaranbuniii 


yeTBeEpTOrO HxXoca A se ; CCIM ΤΡΙ ΟΠΥΟΤΜΗΙΒΟΗ Ha 3 coun, 


TO OOHApyXHLIb “"HH3KMK" χοὸς ee” =; CCIM Thl ONMYCTHLELCA 
Ha 4 ΦΟΗΜ, TO BHOBb OOHAPyXHIUb OCHOBHOH miarasibHbiii 


A» 
BTOporo my 


Ecnu TbIl omycTHubcs Ha [| ΦΟΗΜ oT "HH3KOFO", Τὸ 


x 


OOHAPyXHWb MWaNvibHbIA ἤχος BTOpOro TY ; CCIM TBI 


ONyYCTHLUbCH Ha 2 CPOHH, TO ΟΟΉΔΡΥΣΚΗΙΙ» NepBbIN WiaranbHblii 


x» 
Τί 


; €CJIH ΤΒΙ ONycTHWIbCA Ha 3 OHH, TO OOHAPYXKHULIb 


TWIarasIbHbIn HXOC ἹΟΤΒΟΏΤΟΓΟ As > CCH Thl OMYCTHLUbCH 


Ha 4 ΦΟΗΜ, TO OOHApyXHIUb OCHOBHOH “HH3KHH" Se . 


Ecnu ΤΡΙ omycTulubcs Ha 1 (boHH OT miaraibHoro 
yeTBepToro [Mxoca], TO O6HapyKHLUb "HH3KHH" Hxoc USE : 
ecIM Thl ONYCTHLULCA Ha 2 POH, TO OOHapyXKHLWb M1araibHblit 


A» 


HxXOC BTOpOoro TY ; CCIM TbI ONYCTHLbCHA Ha 3 oHH, TO 


A» 


OGHAPYKHWh ΠΠΏΓΩΠΡΗΡΙΪ HXOC MepBoro τ > ΘΟΠῊ Th 
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onycTHUWbesA Ha 4 oH, TO OGHapyxXHIWb ΠΠΑΓΆΠΡΗΒΙΜ HXxOC 


yeTBEpToro Ass 


3Hal, MY3bIKaHT, ECM ΤΡΙ OMycTHUIbcH Ha | (OHH OT Nep- 
Boro HMxoca, TO O6HapyxXHWb ΠΠΑΓΑΠΡΗΒΙΜ HXOC 4eTBeEpTOTO 


A ὃ r . Ec ΤΡΙ NOMHHMelWbCA HA | (OHM OT ΠΠΆΓΑΠΡΒΗΟΓΟ 


TT 


Ζ 


4 
J1.9. 4YuerBepToro, To oO6HapyxXHLUIb NepBbIN χοὸς 9 


Ες ΠΗ ΤΡΙ NOMHHMeLUBbCS! ΗΔ | (OHH OT NepBoro ΠΙΔΓΆΠΡΗΟΓΙΟ 


“ 
uxoca, TO O6HapyKHWIb <BTOpoH ΠΠΑΓΑΠΡΗΡΙ 2 uxoc y .A 


Korga Tbl BHOBb onycKaeulbcs Ha | GoHH OT <TpeTbero 
miaranmbHoro> [Hxoca] TO OO6HapyxXHBaelIb MlaraibHbii 


EctuH Tbhl nNogsHuMellbcs Ha  ΦΟΗΜ OT ΠΠΑΓΆΠΡΗΟΓΙΟ 


—s 
- 8» 
ΒΤΟΡΟΙΟ, ΤΟ ΟΟΗΔΡΥΣΚΗΒΆΘΙΠΡ «ΠΠΑΓΑΠΡΗΡΗΠ ΤΡΘΤΡΘΓῸ f= . 


TouHo Tak xe, Kora Tbl ΟΠΥΟΚΔΘΙΠΡΟΣ Ha 1 ΦΟῊΜ oT 
<flaranbHoro> yeTBepTOTO ἤχου, TO O6HapyXHBaelb 


“HH3KHH G45 | uw ΚΟΙΓΠᾺ Th] NOAHHMacuIbcs Ha | OHM OT 
ἬΜΒΞΚΟΓΟΝ, TO OOHAPYXKHBACLUb YeTBEpTbIM <MiaraibHbin> 


noe AS 


TouHO Tak Xe, ΚΟΓΠᾺ ΤΡΙ ΠΟΠΗΜΜΏΆΘΙΠΡΟΣ Ha 2 (OHH OT 
lle pBoro ΠΙΆΓΩΠΡΗΟΓΟ {[Hxoca], TO OOHapyXHBaelllb 


ἂν ra 
<miaraibHbli> χοῦ pe . TouHo Tak Xe, Kora TbI BHOBb 
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ΠΟΠΗΜΜΆΘΠΙΒΟΝΗ Ha 2 (OHH OT ΠΠΆΓΑΠΡΗΟΓΟ BToporo {nxocal, 


4 


ω . ΄ 
TO OOHapyXKHMBAcCWIb ὩΘΤΒΟΡΤΡΙ ΦΠΠΑΓΑΠΡΗΒΙ͂Ρ HxOC S 
TouHo Tak Xe, KOMa TbhI BHOBb ΠΟΠΗΜΜΏΘΙΠΒΟΣ Ha 2 MOHH OT 


| Ζ 


iD ει ws ΄ 
ΗΞΚΟΓΟ᾽, TO ΟΟΗΔΡΥ ΚΗ ΒΏΘΠΙΡ NepBbIH χοὸς 9 .[TOYHO Tak 


Ke, KOPa Th] BHOBb NOAHHMeWbCH Ha 2 (OHH OT ΠΠΆΓΑΠΡΗΟΓΟ 


4. 
yeTBCpToro [Hxoca], TO OOHAPyKHBAELb ΒΤΟΡΟΝ HXOC ν΄ : 


.1.9 06.3HaH, 4YTO Korga TbI NOAHHMeWbCH Ha 3 (poHH oT 


x» 


NIaraIbHOTO MepBoro Hxoca τ » TO OOHAPYXKHBACLIb 


r4 


YCTBEPTbIH <MIarvibHblH> Hxec S H HeKHH [apyroii. 


CBA3AHHbIH C "HEHAHO". MH σὺ πῃ Thl OMycTHWbCH Ha 3 (OHH OT 


niarambHOrO YeTBepToro [Hxoca]l, To ΟΘΗΣΡΥΣΚΗΒΏΘΠΙΡ 
A» 
MWianVvibHbIn NMepBoro τ . TowHo Tak »%e, ΚΟΓΠᾺ ΤΙ 


ΠΟΠΗΜΜΏΘΙΠΡΟΣ HA 3 (POHH OT ΠΠΑΓΏΠΡΗΟΓΟ BTOporo, Τὸ 
as 4 
O6HApyKHBAeLUb ΠΟΡΒΡΙ ἢ HXoOc 9 , H OH CCTeECTBCHHO CBA30H 


c “HeHaHo”. ἢ Korga TbI onyckacwibcs! Ha 3 (OHH OT “HeHaHo", 


TO OOHAPYXKHBACLUIb ΠΠΑΓΆΠΡΗΡΙ BTOporo my 64. TouHO Tak 


KC, ΚΟΓΠῺῚ Th] ΠΟΠΗΜΜΏΘΠΙΡΟΣΙ Ha 3 GOHH OT “HH3KOFO”", TO 
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4. 
o6HapyXHBaelllb HXOC BTOpOTO Y . H OH CB~3aH C TpeTbHM 


uxocoM. WM ecu Tbhl onyckKaelibca Ha 3 ΦΟΗΜ OT BTOporo 
Mxoca, TO OGHAPyXHBAelb "HH3KHH' χοὸς 432% |. Todo Tak 
Ke, CCIM ΤΡΙ NOQAHHMaelWbcH Ha 3 GOHH OT ΠΠΏΓΆΠΡΗΟΓΟ 


YeTBEpTOorO Huxoca A 5 , TO OOHAPyAKUBAELIb TPeTHH UXOC 


΄ 


.1.10. “ . HW koraa Thi onycKaewbes Ha 3 ΦΟῊΗΜ OT TpeTEero 


[uxoca], TO OOHapyXMBaAclIb HXOc YeTBepTOro 


δ΄. 


Ecnv TbI ΠΟΠΗΜΜΏΘΗΙΒΟΩ ΗΔ 4 COHN OT ΠΠΆΓΩΠΡΗΟΓΟ 


Ζ 


rs 
nepporo Hxoca, TO OOHapyxXHBaAcLIb 9 . TouHoO Tak xe, 


onycKasicbh [oT Hero] Ha 4 qdonn, TbI obHapyXuBaeUIb 


A» 


ΠΙΏΆΓΩΑΠΡΒΗΒΙΜ χοῦς NepBoro τ . Ηὶ ecnu ΤΡΙ BOCXOAMWD Ha 4 


(OHH OT ΠΠΑΓΏΠΡΗΟΓΟ BTOporo HxoOca, TO OOHAPyXHBAeUIb 


4. 
BTOpOHW Hxoc y . OnycKasicbh Ha 4 (POHH OT ΒΤΟΡΟΓΟ χοῦ, THI 


» 


o6HapyXKHBaellb ΠΠΑΓΩΠΡΗΡΙΪ BTOporo ny . Econ tpl 


12 3anas 1" 2443. 7 


ΠΟΠΗΜΜΏΘΠΙΒΟΣ Ha 4 (hoHH OT “"HH3KOFO" Hxoca, TO 


—_— 
., 
o6HapyXHBaellb uxoc p= . [loHWXasicb oT Hero Ha 4 ΦΟΗΜ, THI 


o6HapyXHBaellb "“HH3KHH" uxoc ASE . Μή ecm Th 
NOMHHMelwwbCH Ha 4 (OHH OT YeTBEpPTOFO ΠΠΆΓΔΠΡΗΟΓΟ χοροὶ, 


‘TO OOHAPYKMBACIWUIb YETBEPTbli S . TouHO τὰκ xe, 


onycKaewibcs! Ha 4 (boHM OT YeTBEpTOrO HxXoCAa, Τρὶ OOHAPyXH- 


Bac b WIarvwibHbIH HXOC YeTBEpTOTO A <6 , 


XOpouwHH KOHEeL. 


.1.11. {Koneco Kyxky3e1s| 


Camo ΚΟΠΟΟΟ MOZOGHO 3TOMY NepBOMy, MpeKpaCHOMy H 
OMHOBpeMeEHHO OCHOBHOMY Hxocy. OHO 3aMbIcNeHO FOCMOLH- 
HOM MoaHHoM Kyky3e1em (1H CTYNeHeEH NeCHONeHHH. 


JI.11 οὔ. [Πβοἥηος KoNeco] 


J1.12. Πβοἥηος KoNeco NOOOHO cCaMOMYy MpekpacHOMy 
OCHOBHOMY MH OHOBpeMeHHO ΠΠΑΓΆΠΡΗΟΜΥ HxocaM. OHO 
CO30ZaHO YYHTC/ISMH ΠΠῊ cTyMeHeH MecHoneHHHK. O, UCKyCccTBO 


vickyccTB!©> 
JI.12 οὔ. [Πότ ΚΗ ἢ pHcyHOK| 
JI.13. STO YeTBepHOoc KOIeco, co3qaHHOoe WMoaHHom 


(Kyky3es1emM] 2151 cTyneHeH NecHOMeHHH, NOMOOHO OCHOBHOMY 
uxocy, CpeAMHHOMy HW ΠΠΏΓΩΠΡΗΟΜΥ. OHO fone3HO A 
HCKYCCTBa MY3bIKH. 


{YeTBepHoe Kosleco] 


OnHaKO HW OHO HMeeT HEKYW CKPbITy}O MCXAHHKY, CMOTPH ἡ 
Tb] OOHAPYXKHULID 66. 
1.14. “ΤΟΤ Καποφομαρμῇῆ..." 
1.14 06. “OTH MSITb ΤΡΙΟ541..." 


178 


KoMMeHTapHi 


|| B 9ΤΗ͂Χ CNOBAX OTpaxKeHO He TONbKO 3HaYeHHe ΜΟΟΗΔ AA 
CHCTEMbl HOTalWH, HO HW ero TeCHaH CBA3b C ΠΑΠΟΤΟΗΔΠΡΗΟΜ 
CHMCT€MOM BH3A€HTHHCKON ΜΥ3ΡΙΚΗ. 

B 1aulbHeHWIeM ΠΡῊ KOMMEHTHpOBaHHH NyOMHKyeMbIX HCTOYHH- 
KOB A 6YAY NOCTOAHHO HCMONb3IOBATbh TEPMUH “WaOTOHAIbHOCTD’, 
XOTA B COOTBETCTBYIOLIIEM 3HaYeCHHH JIA CpeqHEBCKOBOH MyY3bIKH 
yalue ΠΡΗΜΘΗΞΙΌΤΟΣ O603HAYCHHA: LEPKOBHbIe abl, CcpeHeBe- 
KOBbI€ ΠΆΠΡΙ, HaTypaIbHble ΠΆΠΡΙ, modi, toni u τι. ΤΌΡΜΜΗ xe 
"TOHAIBHOCTbh HW OCOOCHHO TaKOe THMHYHOE pyccKOe COBO- 
o6pa30BaHHWe, KaK "“NaOTOH@JIbHOCTb’, NOYTH HMKOra HE COOTHO- 
CHTCH CO CpCMHEBEKOBbIM MY3bIK2JIbBHbIM MbILJICHHeM, TaK KaK elle 
B XIX Beke CNOXKHOCLh NpeacTapneHve oO ᾿ΤΟΗΔΠΒΗΟΟΤΗ" (die 
Tonalitat) KaK HCKIIOYMTeEJIbHO TaPMOHHYECKOH CHCTeEMe, B OCHOBE 
KOTOpOHW JIEKMT ΤΟΠΡΚΟ MQ@XKOPO-MHHOPHaH OpraHh3allHA, HW ΠΟΤΟ- 
MY TEPMHH "“TOHAJIbHOCTb’ ΞΚΟΟΡΙ HEMpHeMJIeM JIA HHbIX ΠΆΠΟΒΒΙΧ 
cHcTeM. IlosTomMy, BO H36exXaHve ΗΘΠΟΠΟΗΜΜΔΗΜΗ͂, A BbIHyXKeCH 
XOTA 6bI BKpaTUe BbICKa3aTb CBOK) TOUKY 3peHHA Ha ITY MpoOsemy. 

A rnyOoKo yOexeH, ἯΤΟ ‘ABYMA BaXKHeHWIMMH ΚΟΟΡΠΜΗΔΤΩΜΗ 
MY3bIKAJIbBHOPO MBILWICHHA, ΒΗΘ KOTOPbIX OHO BOOOLIC HEMBICIHMO, 
ABIAIOTCA a) CHCTCMA 3BYKOB, CBA3AHHbIX MHOTOYHCJICHHbLIMH Φορ- 
MaMH CONOAYMHEHHA (an) W 3aKIOYUCHHbIX B KOHKPeTHbIi πᾶπο- 
BLIN OObeM (TeTpaxXOpOHbIN, NeHTaXOpgHbi, reKcaXxopAHbIi, OKTAaB- 
HbIM), A 6) CNOCOOHOCTh NepeHOCHTh TakyWO ΠΆΠΟΒΥ ΟΡΓΔΗΜ3ΔΙΠΜΙ0 
Ha pa3W4Hble_ BbICOTHbIe, TO €CTh TOHQIbHbIC, YPOBHH. O6a 3TH 
dbakTopa JeHCTBYIOT BO BCe HCTOPHYeckue 3NOXH, TaK KaK 663 ΗΗΧ 
My3bIKa NepecTaeT ObITh CHCTEMHOM OpraHH3auven, a NpesBpalua- 
eTCA B XAOTHYECKHH H2AO0p 3BYKOB. 

KoHe€4YHO, KaxkAbIH UCTOpHyecKHH NMepuHow co3gaeT ocoopie 
ΠΆΠΟΒΡΙΘ ΦΟΡΜΒΙ, C KOHKPeTHbIM ΠΆΠΟΒΡΙΜ OObEMOM H CO CBOe- 
oOpa3HbIM ero 3aNOJHEHHeEM, ΓΠῸ CYyIeECTBYIOT "CBOH" ΚΟΗΤΆΚΤΡΙ 
Me@XLY 3BYKAMH, HEOAHHaKOBOe HX KOMMYECTBO WH ΗἩΘΟΠΗΟΞΗΔΊΗΟΘ 
pacnipemeneHvWe MexXAY HHMH QMYHKUHH. Takai HenmoBTOPHMOCTb 
ΠΆΠΟΒΟΪΠ OpraHH3alWH, eCTeCTBCHHO, OKa3bIBaeT BIMAHHeE HW Ha 
BbICOTHbIC TOHQJIbHbIC YPOBHH, Ha KOTOpbIX "“pacnosaraiotca” 
ΠΆΠΟΒΡΒΙΟ ΦΟΡΜΒΙ, Ha HX ΒΒΒΗΜΜΟΟΤΗΟΠΙΘΗΜΗ͂ Apyr ὁ ΠΡΥΤΟΜ. 


ΞΗΔΊΗΥΤ, Pedb ΠΟΠΧΚΗΔ BeCTHCh OO MCTOpMYeCcKHX THNAX ΠΆΠΟΤΟ- 
HUIBHbIX ΟΡΓΔΗΜ3ΆΠΗΠ. MOPOXACHHBIX pa3JIMYHbIMM 3TaNaMH 
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MY3bIKaIbHOrO MbILWWJIeHHA. Hanpnmep, o6 aHTHYHOH, xkora 
NaqOBO-TeTpaxopdHble CHCTEMbI CO CBOeCOOpa3HOH ΠΟΓΗΚΟΐ B3aNMo- 
OTHOLUCHHH MeXxZyY 3BYKaMH pacnosaranvch Ha MHOTOYHCJIEHHbIX 
ΤΟΗΔΠΡΗΒΙΧ YPOBHAX: AOPHHCKOM, (pPHIHHCKOM, JIMMMHCKOM H ΤΙ. 
(CBOH B3TIADb] Ha 3TY NpobNemy A ΜΞ3ΠΟΧΗΠ B KHMTe “AHTHYHOE 
MY3bIKQIbHOe MbIWIeHHe"). CBoeoOpa3eH WM AaqOTOHAbHbIN 9ΤᾺΠ 
paHHero 3anaqHOeBpONneHCKOLO CpeAHEBeEKOBbsA, OCHOBbIBAIOWINICsA 
Ha reKCaxOpAHbIX MopMax OpraHH3allHH Naga. OOwen3BecTHb! Tak- 
ΧΟ OKTABHbIe ΠΆΠΟΒΡΙΘ OPraHH3aWHH HOBOECBPOMeHCKOH MY3bIKM. 


Ho Ha Bcex 9ΤῊΧ ΟΤΆΠΜΗΧ pa3sBUTHA ΠΡΟΠΟΠΣΚΔΙΟΤ ΠΟ ΟΤΒΟΒΔΤΡ 
o6a yKa3aHHbIX @akTopa - ΠΑΠΟΒΒΙΪ MW ΤΟΗΔΠΡΗΡΙΪ, ἨἩΘΟΥΤΠΟΠΗΜΒΙΕ 
apyr oT gapyra. MmMeHHo nosToMy MHe MpescTaBlaetTcaA weveco- 
o6pa3HbIM IA ΠΙΟΌΟΓΟ Mepvoda pasBHTHA MY3bIKH MCTIOMb30BaTb 
TEPMHH ᾿ΠΆΠΟΤΟΗΔΠΡΗΟΟΤΡ, BMCLUQIOWWHH B ce6s| NpeaAcTaBeHHaA Cc 
ABYX BXOKHEHLUMX HU ΟΟΞΞΑΤΟΠΡΗΡΙΧ KaTerOopHAX MY3bIKQIbHOTO 
3BYKOBbICOTHOTO MbIWJICHHA. O0HaKO, Se3ycOBHO, BCeraa HYXHO 
NOMHHTb (ΜΗ 3TO OOWIEH3BeECTHO), YTO HCTOpHYeCcKas Ξ9ΒΟΠΙΟΙΜΗ 
cO3qaeT pa3NHYHble THMbI ΠΙΠΟΤΟΗΔΠΡΗΒΙΧ opraHH3auHn. ἢ 
NOSTOMY aHTHYHaAA ΠΩΠΟΤΟΗΏΠΡΗΔΗ CHCTeMa OTJIMYHA Kak OT 
cpeqHeBeKOBOH, Tak HW OT HOBOeBporehckoHn. 


C 3TOH TOUKM 3peHHs!| HHYTO He MELUaeT HCNONL3OBaTh TePpMHH 
"NalOTOHQIbHOCTb' HW ΠΡῊ o6cyKeHHH npoOmemM BM3aHTHHCKOli 
MY3bIKH. 


Kacascb ΤΟΡΜΜΗΟΠΌΓΗΜ, He MOTy He KOCHYTBCA elle ΟΠΗΟΙῸ €e 
acnektTa. 


ΟΟΡΙ ΗΟ rpeyeckKUH ἤχος NPHHATO GbLIO MepeBOAHTb Ha pycckuii 
A3bIK Te€PMHHOM ἽὝΠΩΟΝ, BO3HHKIUHM B MY3bIKMIbHOHW 2XKH3HH 
PycckoHh [IIpapocnasHoh Llepksu, cya no BcemMy, B pe3ybTaTe 
Nepepoga ἤχος. BeccnopHo, TepMHH ὝΠΑΟ" oTpaxkaeT Te %Ke CaMble 
ABICHHA = pycCKOH cCpeAHeBeKOBOH My3bIKH, KOTOpbie Β 
BH3QHTHHCKOH HMCHOBYINCh ἦχος. 


BMecTe c TeM, He€CMOTpA Ha BCH ONH3OCTh MY3bIKQJIbHbIX 
KyibTyp Bu3aHTHW HW CpeqHeBeKOBOH Pycuv, OCBALICHHbIX OOLUHMH 
TpagHuUMAMH MyYy3bIKVIbBHOrO OdhOpMsJIeHHA § GOOroslyKCHHH, HET 
HHYeErO YAHBUTeEJIbHOTO B TOM, ἯΤΟ CBOcOOpa3sve K&KNOW U3 KYJIbTYP 
ΠΡΟΣΙΒΜΠΟΟΡ HW B OCOBeEHHOCTHX ΠΑΠΟΤΟΗΔΠΡΗΟΪ ΟΡΓΔΗΜ3ΆΠΜΗ 
MY3bIKVIbHOrO MaTepHasia. -bonee Toro, 3apoqHBIUHCb ΠΟΙ 
ONarOTBOPHbIM BJIMAHHEM Bw3aHTHH, pyccKasl WepKOBHas MY3bIKa 
noua B AWIbHeMWeM CaMOocTOSTeNbHOK Moporonw. HW ato 
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OGcCTOATeNbCTBO TaKKe HC MOFIO HE MOBIMATb Ha cBOecOOpa3He 
J1aOTOHAIbHOH CHCTEMbI PyCCKOFO MYy3bIKAIBHOTO HCKYCCTRA. 

IIpHHHMasa BO ΒΗΜΜΔΗΜΕ BCe 3TH CoobpaxkeHHs, 51 OTKA3QICH OT 
HMCNOMb3OBaHHA “Wlaca"” KaK pycCKOFO Ξ9ΚΒΗΒΏΠΘΗΤΆ rpeyecKOoro 
Ὦχος. HecmMoTpa Ha ΒΗΘΙΠΗΪΟΚΣ OAHO3HAYHOCTh 3STHX TEPMHHOB, B 
HHUX 3aJIOKeCHb!l MHOTOYNCJICHHbIC OCObeHHOCTH, OG6ycNOBNeHHbIe 
HMHAMBUODYaIbHOCTb HW cBOeObpasHeM MY3bIKVIbHOH ΠΡΆΚΤΗΚΗ 
Bu3anTHn wu Πρθεβηϑθἥ Pycu. Tlostomy B KHUre HcNOoNb3yeTcA 
TpaHCKPHNUMA rpeyeckoro TepMHHa - “Hxoc", 

2. Ἡ BcTaBHA ἀνιόντων te Kal, TAK KaK B TeKcTe O4eBHIHDIIt 
Mmponyck. 

3. Mpa3za "tod ἴσου εὐμενεστάτου διὰ tod ἴσου" ΠΟΤ He 
BCTpeyaeTca B προϑεωρία᾽, ΟΠΗΏΚΟ Apyran pasa - "χωρὶς γὰρ τοῦ 
ἴσου οὐ KatopSobtat"” - MpucyTcTByeT NOYTH B ΚΌΚΠΟΜ ΠΟΠΟΟΗΟΜ 
o6pazue. B Jpeyu.498 mbi o6HapyxKHBaeM ee ABAXKObI: UB 
KOMMCHTHPye€MOM MECTe, HM Ha CTpo¥Kax 4-6 Toro xe CaMoro JINCTA. 
Bpad ΠΗ 3TO COOTBETCTBYeT TpaqHUMAM XKaHpa, roe pau cxKaTocTu 
H31OX€HHA MaTepMaia He AONyCKaNvch HHKaKHe MOBTOpeHHaA. 
IlostomMy HYXHO Mpesznonarathb, YTO OAHO 9,3 NOABICHHH ΠΡΟΠΗΤΗ- 
POBAaHHOH dpa3bl BOSHHKJIO NO Hesopa3syMeHHW. OnHako 4 He 
Oepycbh TOYHO YKa3aTb, B KAKOM MECTE OHO OMIHGOOYHO, TaK KaK U B 
TOM, UH B ApyroM cyy4yae BO3MOXHbI apryMeHTb! "3a" KH “MpoTHB". 
XOTA B COOTBETCTBHN c ΤΡΑΠΗΠΜΘΠ Gonee ecTecTBeHHO €€ MeECTO 
TaM, Mme OHa CeMYac Μ3ΠΟΣΚΘΗΩ BTOPHYHO. 

4. Kak ΒΗΠΗΟ, HM 3Π60Ρ» He BCe B Nposake ὁ TeKCTOM. Oco6eHHO 
BbI3bIBaeT COMHEHHE NOBTOPeHHe "μὲν ov μετρεῖται" Ha cTpoKe 3, a 
TakoKe HHYEM He ΟΠΡΩΒΠΔΗΗΟΘ BO3BPAallleHHve B KOHLe 4 HW Β HaYane 
5 cTpoyek n.2 K “pwvnv οὐκ ἔχει", KoTOopoe yxe "3ByyaIo" B 
cepeauHe 2 crpoxn. HlosTomMy MHe ΠΡΕΠΟΤΩΒΠΊΘΤΟΣ, 4YTO Gonee 
lMpPHEMJIGMBIM JOJDKEH ObITb TAKOK ΒΩΡΗΔΗΤ: 

"Ἶσον [λέγεται] ἄφωνον᾽ οὐχὶ δὲ ἄφωνον 

ὅτι φωνὴν οὐχ ἔχει, φωνεῖται 

μὲν οὐ μετρεῖται δέ, 

ἀριϑμῶδες γὰρ φωνὴν οὐχ ἔχει". 
B COOTBETCTBHH C 3THM HCNpaBsIeHHeM ἡ ΟΟΥ̓ΠΙΘΟΤΒΠΘΗ ΠΟΡΕΒΟΙ. 
5. CM. KOMMeHTapnii 4 κ [peyecxou 497. 


a 
-B [pey.496, He paccMaTpupalolileica B Hacroameh KHMre, Ha Π.1 MMLIeTCA: “to 
ἶσον ἐστὶν εὐμελέστατον χωρὶς yap τοῦ ἴσου ὅλα ἄφωνα μενοῦσιν". 


18] 


& λέγονται BAMMCTBOBAHO MHOK) H3 Codex Barberinus Graecus 
300 (Tardo 151), cm. KoMMeHTapwHH 4 u 13 κ Ipeu.494, a Takxe 
KOMMeHTapHH 30 Kk [pex.497. 

7, CoBeplieHHO ΟἼΘΒΜΗΠΗΟ, YTO pyKONMCHOE κράτημα OWJHOOYHO, 
TaK KaK κράτημα - 3HAaK ΠΠΗΤΘΟΠΒΗΟΟΤΗ, KOTOpbI «He OKeH 
BXOJHTb B ΓΡΥΠΠῪ ΜΗΤΟΡΒΑΠΡΗΡΙΧ 3HAKOB. OgHako 3feCb axe 
MpucyrcTByeT HavepTaHHe 3HaKa KpaTHMbI “Ἔ.-- . Cormacno xe 
TEOPpeTHYECKMM MOJOKECHHAM BH3AHTHHCKOM HOTAWHH, B WaHHOM 


MeCTe JOJDKEH 6bITb YNOMAHYT 3HaK κρατημοῦπόῤῥοον ity 


8 CooTBeTcCTBMe ΠΟΠΟΣΚΘΗΜΗΜ BH3aHTHHcKOM TeopHH Tpebyet 
H3MEHHTb PYKOMMCHBIe "τὰ τέσσερα σώματα καὶ πνεύματο" Ha "τὰ 
σώματα καὶ τὰ τέσσερα πνεύματα". ΠΕΡΟΒΟΙ͂ cHenaH Ο yYeTOM 59τοῇ 
ΠΟΠΡΔΆΒΚΗ. 

2, CM. KOMMeHTapHit 6. 

10. CM. KOMMeHTapH 7. 

ll. UpncnutTenmbHoe BO pase "ἐκ τῶν κατιουσῶν TEccEpa"- ABHAS 
ouHO6Ka. 

12. B pyKONHCH - He BONMPOCHTeNbHbIM 3HAK, a TOUKA. OHaKO 
HampaBeHHOCTbh cofepxKaHHA dpa3sbl MW cHepAyIOWHH Mocne Hee 
ΤΌΚΟΥ HEABYCMbICICHHO ΓΟΒΟΡΗ͂Τ O TOM, 4TO 3TO BOMpOCHTeNbHas 
ᾧρα3. AHQIOFMYHble ABIICHHA YMTATeNb JeETKO MOXeT OOHAPyXHTb 
Η B APyrHx MecTax pyKOMMCHOrO TeKCTa. 

13. B pyKONMCH-HCTOYHHKe 30eCb JOUKHA Gbia pacnonaratsca 
CepHl 3HaKOB, ἩΠΠΙΟΟΤΡΗΡΟΒΆΒΙΠΔΗ W3BCCTHOe ΠΡΆΒΗΠΟ cpedHe- 
BH38HTHHCKOM HOTALIHH: MCOH, HaXOJALIHHcA Hal BOCXOJAUIHM 
ΜΗΤΟΡ ΒΆΠΡΗΡΙΜ. 3HaKOM, OTMEHACT EPO 3Ha4eHHe. 

Ι4 B ΠΔΗΗ͂ΟΜ MeCTe TakKxe JOJOKHbI ObLIH M3araTbCA MpHMepHl, 
ΠΟΚΆΞΒΙΒΔΙΟΙΙΜΟ, ἯΤΟ HHCXOAAWIMM 3HAK, yCTaHOBIEHHbIM Hal BOC- 
XOIAWIMM, ΔΗΗΥΠΉΡΥΘΤ HHTEPBaIbHOe AeMcTBHe ΠΟΟΠΟΠΗΘΓΟ. 

IS. 3 no3sBpomMn ce6be TAKHM O6pa30M AONMONAHUTh pyKOMNHCcHblli 
TeKCT, TaK KaK B NPOTHBHOM ΟΠγ 16 Monyyaetca GeccMbICHLA. 

16 CneayeT OTMETHTb, 4TO participium ἀνοίγων He BCTpeyaetcs B 
aBCOJIOTHOM δΟΠΡΙΠΜΗΟΤΒΕ ΠΟΠΟΟΘΉΡΙΧ HCTOUHHKOB, xXapakTepl: 
3YIOUIMXCH DOCTATOYHO cTaGHIbHOH MW OrpaHH4YeHHOH πεκοηκοή, ἃ 
nNoTOMy cpa3y %*e oOpallaeT Ha ce6a BHHMAaHHe. 

17 Kak BHXHO, B pyKONHCH-HCTOYHHKe 3Π60} pa3Melaacb HO- 
Bas] CEPHA 3HAKOB, NpH3BaHHAA ΠΡΟΜΠΠΙΟΟΤΡΗΡΟΒΆΤΡ WaHHoe Mpa- 
ΒΗΠΟ. 
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18° O6paTHM BHHMaHHe, YTO BMECTO ΤΡΑΠΜΙΜΟΗΗΟΓΙΟ οἱ δύο 
ἀπόστροφοι σύνδεσμοι 3nech ynoTpe6nseTca ὁ διπλοαποστροφός. 

Ϊ9. [TIpeactapnsetcs, ὍΤῸ 663 TaKoro ἨΘΞΗΔΉΜΤΟΠΡΗΟΙΟ 
H3MCHEHHA. τῶν ἀποστρόφων καὶ τῶν διπλοαποστρόφων Ha ὁ 
ἀπόστροφος καὶ ὁ διπλοαποστροφός HW MONOMHEHHA ὑποτάσσονται ὑπὸ 
τὰ κατιόντα πνεύματα dparMeHT ΠΗΙΠΙΆΘΤΟΗ cMbicna. B 
ΤΡΑΠΜΠΙΜΟΗΗΡΙΧ obpaszuax προϑεωρία 3TO ΠρΡΆΒΗΠΟ ΒΡΙΡΩΟΣΚΔΘΤΟΗ Β 
ΤΆΚΟΪ Φορμε: “τὰ κατιόντα πνεύματα ... ὑποτάσσουσι τὰ ἑαυτῶν 
σώματα ...". Bo ρῥγκοπβοηῃ Had οτροκοῦῆ 20 π.2 οὔ. (cm. 
(oTOpenpoAyKUHW) ΠΡΗΒΟΠΉΤΟΗ TakKve ΠΡΗΜΕΡΒΙ: ΧΑΜΗΠ ἢ 
ΞΠΆΦΡΟΗ, ΡΔΟΠΟΠΟΘΗΗΡΙΘ Hag NeTacTH HW ΚΥΦμΟΜΟΪ, OTMEHAWOT 
HX HHTEPBaJIbHoe DencTBHe. 

20. TIpuBogsummeca 3necbh 2A WANIOCTpallMH 3/10%KeHHOrO 


ΠΡΆΒΗΠΗ oBe ΠΆΡΒΙ HeBM “δ X) ΠΟΙΌΚΗΡΙ ObITh ΠΡΟΠΟΤΆΒΠΘΗΒΙ 


μηδ"ε: PON KX . 
‘l| CaM 3HAK KpaTHMOHNMOppooH B TeKCTe OTCYTCTBYeT ΜΚ 


AapwwuleccaA B3ACch H300paxKeHHe OMaJIOHa 7 OTIMYaACTCH OT 


o6ulepacnpocTpaHeHHOrTo 2. 

IlonyrHO OTMeTHM, 4TO B ΠΆΗΗΟΜ cylyyae, KaK H BO ΜΗΟΓΗ͂Χ 
mpyrHx (CM. TakKoKe KOMMeHTapHu 4 k 31.45 06. PAHK 63), He 
ΠΡΟΒΟΠΗΤΟΗ YeTKaA ΓΡΩΗΡ MeOXAY ABYMA 3HAaYeHHAMH ΓΠΆΓΟΠΑ 
ὑποτάσσειν - "“NOAYHHATb" H “NOMeLaTh Nog", ΠΟΠΥΠΔΙΟΙΙΜΧ pa3- 
THYHOe WpenomMieHHe B HoTauHH. B pe3ynbtate 6e3 Βοηκοΐ 
“ue3ypbl" B TEKCTe OCYLUECTBRISeETCH Nepexog OT ONMCaHHS NpaBnn 
HOTaUHM, KacalOUlHXCd B3a€HMOJCHCTBHA ΜΗΤΟΡΒΆΠΡΗΡΙΧ 3HaKOB, 
KOra OLHH NOAYHHANT (ὑποτάσσουσι),ΠΡΥΓμΕ, K ONMCAaHHIO CocTaB- 
HOH rpadHKM HEKOTOPLIX Se33By4HbIX HMOcTa3, O6paso0BaHHbIX v3 
6oyee MpocTbIX NO HaYepTaHHlO HEBM, ΚΟΓΠᾺ OHH 3HAKM Nome- 
WajoTcA NOM (ὑποτάσσονται) APYTHMH. 

22 &pyoobvSetov - HMEHHO TaK Ha3biBaeTcs 3HaK, OOpa30BaH- 
ΗΒ CO€eMMHEHHEM OMAIOHA H KpaTHMOHNoppooHa. ΟΠΗΩΚΟ 3Π60Ρ 
ero H306paxeHHe NOMeWICHO 063 HaHMEHOBAHHA (CM. TakHe 
KoMMeHTapHH 30). Hoapo6Hee 06 3TOM 3Hake cM.: Conomos ἢ. 
Byzantine Trisagia and Cheroubika of the Fourteenth and Fifteenth 
Centuries. A Study of late Byzantine Liturgical Chant. Thessaloniki 

1974, 363-366. 
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23. B qaHHOM PyKONHCH OTCYTCTByeT Ha4¥epTaHHe CHCMBI. 


24 A He Gepycb OGbACHHTb, KAKHM O6pa30M OTPHLWaHHe μηδέ, 
yyKNOe ITOMY 3ΔΓΠΆΒΗΙΟ, ΠΟΠΆΠΟ B TekcT. Ho He3aBHCHMO OTTOIN, 
KaKHMH IIPHYHHaMH BbI3BaHO ero NOABIeEHHe, ΠΡῊ MepeBogze oo 
He MOX€T Y4HTbIBAaTbCg. 


25 CTpaHHO, 4TO B PyYKOMMCH Ha TpaqHUMOHHbIM H300paxe- 
HHeM JHIVIN NOABMaCb ΓΟΡΗΞΟΗΤΆΠΡΗΔΗ YepTa. 


26 HayepTaHHe CHCMbI B PyKOMMCH He 3aBepllieHO, TaK Kak Β 
HEM OTCYyTCTByeT 3HaK HNoppon gy . O6menpHHaTaa dopma 


CHCMbI ὡς ; 


27 Be3ycnoBHO, “"JBOMHOH OM@JIOH” H "MaJIblit OM@IOH" MOJDKHbI 
ObLIH Obl BbISBATb 3HAYHTEJIbBHbIN HHTepec KaK 3H&aKH, HeOObIYHbie 
QA TpaHWUMOHHOrO ΚΑΤΆΠΟΓΆ OoNbuwMx HMMocTa3. OmHaKo Hx 
ONHHaKOBOe HayepTaHne (cM. ΟΤΡΟΥΚΗ 16 un 17 doropenpozyKunn 
1.3) pa3o4uapOBbIBaeT. 


28 PenKo BCTpeyalOlulNiicaA 3HaK, Ha3BaHHe KOTOpOrO MOXHO 
MepeBecTH KaK ᾿ΜΥΡΠΡΙΚΔΗ ΜΕ“. 


48a Καὶ coxkaleHHl0, o6a MpHBeAeHHbIX 3HaKa MapaKIHTHKH 
HHYeEM He OTIHYAWTCH Mex AY COOOM NO HayepTaHHD. 


29. TIpH MepeyncneHHH HeBM 3HAK ἕτερον τοῦ ψαλτικοῦ Bcenla 
cTaBWICH BCNeq 3a yopyoovvSetov. O6 3TOM ΟΒΗΠΟΤΟΠΡΟΤΒΥΙΟῚ 
TEKCTbI MHOFHX H3BECTHbIX HCTOYHHKOB, B KOTOpPbIX YNOMHHACTCA 
ἕτερον tod ψαλτικοῦ, cmM.: Gerbert M. De cantu ... Vol.11, facs.IY: 
Christ W. Uber die Harmonik des Manuel Bryennius ... 269; 
Παρανίκας M. Op. cit. 166; Codex Barberinus Graecus 300 (Tardo 
155), Gabriel Hieromonachos. Op. cit, 64 (cHocka Καὶ cTpouke 294). 
Taka MOceqOBaTeIbHOCTh ΠΡῊ MepeyHcweHHH 3THX ABYX HeBM 
o6ycllomieHa TEM, YTO B OCHOBe rpaduKH "“Apyroro [roprocuH- 
TeTOHa] NCaITHKH" JexHT HayepTaHve “roprocHHTeToHa’. Cyenys 
3TOH ΤΡΆΠΜΙΗΜΗ, A ΒΟΤΆΒΗΠ B TEKCT “TOprocHHTeTOH ἡ. 

30. Ha3paHHk) 9ΤΟΙῸ 3HaKa B pyKONMCH MpenulecTByeT (ppa3a 
"καὶ γίνεται ἀργοσύνϑετον", KOTOpan 30eCb ΠΟΞΒΗΠΔῸΡ COBEpLeHHO 
He K MecTy. Kak ΒΗΠΗΟ, OHa ΠΟΠΊΚΗΩΒ ἨΔΧΟΠΗΤΡΟΗ Ha cTpoke 6 
MaHHOrTO AHMCTa, re TaKKE yKa3bIBaeTCA καὶ γίνεται, HO He jaeTcs 
Ha3BaHHe ἀργοσύνϑετον, KOTOPOe ΠΟΠΌΚΗΟ ObITbh PHAOM C H306paxe- 


HHeM 3Haka (CM.KOMMEHTapHiK 22) . 
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31, Heo6xoMMO OTMeTHTb, YTO MpesAcTaBNeHHaA 3Π608 rpaduka 
Bcex @TOp B OCHOBHOM COOTBeETCTByeT OOLIeCNpHHATBIM HX 
v306paxeHHaM. AckiioyeHHe COCTaB/IAIOT pasBe ἯΤΟ HeaKKypaTHO 
HanvcaHHble ΦΤΟΡΒΙ nepBporo MW NepBoro ΠΠΑΓΆΠΡΗΟΓΟ uxocos. Bo- 
nepBbIX, OHH MpaKTH4ecKW HHYEM HE OTIHYAIOTCA Apyr OT Apyra, a 
BO-BTOPbIX, OTCTYNawWT OT TpadHIUMOHHbIX HayepTaHHH ΦΤΟΡΡΙ 


nepporo wxoca @& H Nepsoro miarasibHoro . B TekcTe «A daw 


oO6bINHbIC ΦΤΟΡΡΙ ΚΑΚΠΟΓΟ Mxoca, KaK OHH MpescTaBNeHb! B Codex 
Barberinus Graecus 300 (Tardo 153). AKenaijowwMe ΠΟΞΗΔΚΟΜΗΤΡΟΙ ὁ 
HX PYKOMMCHbIMH BapHaHTaMH MOFyT HX ΒΗΠ6ΤΡ Ha CoTOopeNnposykK- 
LHH. 

3e€Cb K€ HYXKHO OTMECTHTb, ἯΤΟ NP YNOMHHAaIOWeKcA aee 
HeEBMe "TEMA aIVIYH OTCYTCTBYeT ee rpadHyecKoe H300paxeHne. 

31a. [lo doTopenpogxyKIIMH HeTpyQHO yBuseTb, ἯΤΟ HayepTaHHA 
3HakoB MomydTopa uM ΠΟΠΥΦΟΗΜ MpakTHYecKH ΗΘΜ HE OTIIN- 


yakOTCA Apyr OT Apyra Pu , 


32, Cama HeEBMa “cTaBpoc"™ ἰ- B PYKONHCH OTCYTCTBYyeT. 


33. JJaxe caMbiIii TULaTeMbHbIM yyeT NepeyvcNeHHbIX B 3TOM 
pa3nene 60/1bUIMX HNOcTa3 JaeT HX ἨΔ HECKONbKO CAHHUL MEHbIIe. 

34. Kak yxKe yKa3bIBaiocb (CM. BCTYNHTeIbHbIN OYepK), mpel- 
WeCcTByWIWee MpeANIOKeHHE OTACIACTCA OT TOTO NAKYHOH B Leny1o 
cTtpoky. HyXKHO yMaTb, ¥TO TaKHM oOpa30mM NepenHc4HK ΧΟΤΘῚ 
o603Ha4HTb Ha4ano HOBOFO pa3zzena. 

35, Hayano “Manoro μοοηδ". 

36. Tak B KOMMe€HTHpyeMoM TeKCTe Mpeobpaswock ApeBHeliee 
y4eHHe O YeTbIpex NepBoseMeHTAX (BO3LyxXe, BONE, 30ΜΠ6 H OFTHE), 
ΞΚΟΟΒΙ JexKaulHX B OCHOBe BCeX ABICHHH XKHBOK H HeXHBOH 
nmpHpogbl. Kak H3BeCcTHO, 9Ta apXAaH4YHAaA ΚΟΗΠΘΠΗΜΗ BOSHHKIAa elle 
Ha 3ape 9ΠΠΜΗΟΚΟΠ ΠΗΒΗΠΗΞΔΗΜΗ. Ilyrn xe ce XpHCTHAHH3aLlMH, B 
pe3ylbTaTe KOTOpoH MecTo "A3bI4ecKOroO" OrHaA (πῦρ) 3aHsIa Tacxa 
(Λαμπρή), ΜΟΓΠΗ͂ ObITh CaMbIMH pa3IHYHbIMH. HanpuMep, Takas 
ΠΟΠΜΘΗΔ ΜΟΙΓΠᾺ BOSHHKHYTb NOX BIIHHHHeM paHHeH ΠΔΟΧΑΠΡΗΟΜ 
cnyxK6bl, re WEHTpwIbHOe ΠΟΠΟΣΚΘΗΜῈ 3aHHMAI OOPS. BO3KHTAHHA 
cBeta B xpaMe [Tpo6a TocnoaHs, wan Kak oTpaxKeHHe Ooree 
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no3qHeH cniyx6bi (co ΒΤΟΡΟΪ NONOBHHbI X Beka), NOCBALIEHHO! 
coulecTBHIO boxecTBpeHHoro Oru c Heba. Bo BcaKOM cayuae 
ΟΟΒΘΡΙΠΘΗΗΟ ΟἼΘΒΗΠΗΟ, TO NMpeobpaxeHvHe mp B Λαμπρή 
MpoOv30WWI0 B ΠΗΤΥΡΓΜΊΘΟΚΟΜ OONxXOZe, a 3aTeM NoNano Ha Nucthi 
pyKonHceH, ΠΟΠΟΘΉΡΙΧ /pexr.498 uv TecHO CBA3AHHbIX C ΠΕΡΚΟΒΗΟΐ 
XH3HbIO. 3a KOHCyIbTaWM}O NO 3TOMY BOMpocy 343. Gnaronapen 
K.K.AKeHTbeBY. 

37 sig ταῖς ἀνιοῦσαις ψάλλεται - OYEBHAHBIM Mponyck B TexkcTe. 

38. B BH3aHTHHCKOH My3bIKaIbHO-Negaroruyeckoi MpakTuKke He 
MOr ΗΘ BO3HHKHYTb BOMpoc O ΠΡΜΉΜΗΘ, ΠΡΗΒΟΠΙΙΕΪ K TOMY, ἹΠῸ 
OMHa KeHOMMa YKa3bIBaia OBe (OHH, ἃ ABOMHAaA KeHMMa - ODHY. 
Beab mo ΠΡΟΟΤΟἥΙΠΟΪ nNornMKe Bce MOKHO 6biIO OBITh Kak pa3 
HaobopoT. [lostomy neBune, ἨΔ ΜΗΔΙΟΙΙΜΘ NMpHOOUWaTEcA K MY3bIKe 
H, €CTECTBEHHO, MBICJIMBLUMe ΠΡΟΟΤΟΜΊΠΗΜΗ KaTeropHAMH, ΠΟΙΧΗΒΙ 
ObUIM NONYYHTb OTBET ΗΔ 3TOT NOCTOSHHO BO3HMKABLUMH BOMpoc. 
3HaKOMACh C H3IOXKCHHbIM 30€Cb TOJKOBAHHEM, MbI MOHMMaeM, 
ΤΟ OTBeET, ΠΔΙΟΠΒΙΜΜΟΗ B /[pey.4935, noka3bIBaeT He 3HAHME ΟΥ̓́ΤΗ 
mela, a JIMLWb OCTpOyMHOe OTKIOHEHHe OT ΠΟΠΠΜΗΉΟΓΟ OTBETA: 
O2Ha KEHOHMa MOXCT aCCOLIMHpOBaTbcs C BepeBKOH, KOTOpan ΠΡῊ 
KeNaHHH pacmieTaeTcA Ha cocTaBIAWUlMe, HW, HaobopoT, Be 
KeHOHMbI - C ΠΒΥΜΗ BepeBKaMH, CNOcoOHbIMH ΠΡῊ crseTeHHy 
COC€AHHHTECA B ΟΠΗΥ. 


39. Ecru TONKOBaHHe ΠΡΟΜΟΧΟΣΚΠΘΗΜΗ͂ OKCHH |” H ΒΆΡΜΗ L v3 


a 


"pa3pe3aHHOHM" ΠΑΜΌΠΡΙ Λ ΒΒΙΓΠΗΠΜΥ ΒΠΟΠΗ͂Σ ΠΡΑΒΠΟΠΟΠΟΘΉΗΟ, Τὸ 


ss 8 


ΒΡΙΒΟΠΘΗΜΘ ΟΠΗΓΟΗΔ —— ὶ ΠΗΠΠΗ ““ H3 “pa3pe3aHHOH' ΟΥ̓ΚΒΡΙῚ ‘MH’ 


ΓῚ aoctarouHo uckyccTBeHHo. ΒΟΠΒ 3HaK ΠΗΠΠΜ ΠΡΟΠΠΟΠΆΓΔΟΤ He 


TOJIBKO TECHOS ΡΟ ΠΟΠΟΧΧΘῊΜΟ ABYX NaApaVIeIbHbIX JMHUHK, HO H HX 
OY€BHOHbIN HAKIOH ΒΠΡΩΒΟ, ΤῸ SIBJISICTCH OMHUHM H3 ΗΟΓΠΆΉΠΗΡΙΧ 


OTIMYMM ΠΗΠΠΗ͂, ἨΆΠΡΗΜΟΡ, OT ΠΗΔΟΜΒΙ \ (KOHC4YHO, Hapsy ὁ 


ApyTMMH XapaKTepHbIMH ocobeHHOCTAMH rpadukn). OxgHako 
HayepTaHHe "NM" JIMUIeHO ΤΆΚΟΓΟ HaKJIOHAa. 

B ΠΒΠΟΜ ἩΘΟΟΧΟΠΗΜΟ yUNTbIBATb, YTO BCe ΠΟΠΟΘΉΡΙΘ TpakKTOBKH 
NPOHCXOXMCHHA HEBM, MayleKO He ΒΟΟΙΠΏ COOTBETCTBOBABLIKe 
ΚΟ ΟΤΒΜΗΤΘΠΡΗΟΟΤΗ, CO3MABAINCh YUHTEIAMH MY3bIKH 3a4acTyIO 


MCKYCCTBCHHO. Βοος Tore, He MOcHewHIOI polb Β ΤΆΚΗΧ 
[86 


TOJIKOBAHHAX HIrpath ΜΗΠΗΒΜΗΠΥΆΠΡΗΡΙΘ BO33peHHA KaXKAOTO 
HacTaBHHKa M ΤΡΑΠΜΙΠΜΗ ero wkoNbl. HyXHO MpegaAnonaraThb, ἯΤΟ B 
MaHHOM cJIyy¥ae ΜῈ HMMeeM ΠΕΠῸ C ODHHM ΜΆ TaKHX 4YaCcTHbIXx 
cBoecobpa3HbIxX (H He BO BCE€M Yya4YHOM) MeTO0OB OObACHEHHA 
nNpOHCXOKHEHHA HavepTaHHH ΟΠΗΓΟΗΔ HU ΠΜΠΠΗ. 


40, BHOBb OYEBHAHbIN Mponyck. 


41. TpagqMuMOHHad ΠΟΟΠΟΠΟΒΑΤΟΠΡΗΟΟΤΡ TOHAJIBHDIX HAaHMECHOBA- 
HHH TpeOyeT COOTBeTCTBYIOWWerO MX pacnowOXeHHA: Ha3BaHHA Cc 
lipHcTaBKOH ὑπό ΒΟΟΓΠᾺ ycTaHaBIMBaIMCb B TOM Xe MOpAKe, Τὸ ἡ 
Ha3BaHHA 6e3 Hee. TlosTomy ecnM B MpHBOAALUeMCA MepeyHe 
“(pHIHHCKHHM CyIesyeT Mocne "“NMAMMCKOTO", TO HW "“rMnodpurni- 
CKHH" JOJDKEH pa3sMellaTbca Nocne “rMmnodpurnuhcKkoro’. Bo BcAKOM 
cayyae, TaKOB 6b NPHHUKN OpraHv3allHWW AHTHYHOH ΠΑΠΟΤΟΗΔΠΡ- 
HOH CHCTEMbI, OTKY@ BH3QHTHHUbI 3AMMCTBOBAIH 3TH σΠΕΟΙΙΜΔΠΡ- 
Hbieé TEPMHHbI. B Hallie pPyKOMMCH, KaK Mbl BHAMM, yYKa3aHHbiii 
TpHHUMN HapylueH, TaK ΚἈΚ CHaYana wWoeT “rHnopurHHcKkuh , a 
3aTe€M - "THMONMWOHHCKMH", XOTA B ΠΟΟΠΟΠΟΒΆΤΟΠΡΗΟΟΥΜ HAaHMCHO- 
BaHHH 6€3 ΠΡΗΟΤΏΆΒΚΗ ὑπό ΘΗ πᾶ ΟΠΘΠΟΒΑΠ "NMOHHCKH", ἃ ΠΟΤΟΜ 
- "@pxrHHCKMH". ΤΟ sABASeTCA elle OJHHM JOK&3aTCbCTBOM TOPO, 
ΤῸ COMOCTABJICHHEe CHCTEMbI HXOCOB C aHTHYHbIMH TOHQIbHOCTAMH 
6bLIO DENOM CXOJACTHYeCKHM KH ΦΟΡΜΆΠΡΗΒΙΜ, TaK K&K MOXY 
NalOTOHaANbHbIMH OpraHH3alWAMH, OTpaxkalOWIHMH pa3H4Hble 
MCTOpHYecKMe 9ΤΆΠΡΙ MY3bIKQIbHOFO MBIMLICHHA, He MOYO ObITb 
HHKakOHW CMbICNOBOH OOWLHOCTH. MMeHHO NO3TOMY B BH3aHTHH- 
CKoH TpaHUHH ΜΟΠΟΠΡΒΟΒΆΠΗΟΡ MOCHeEAOBaTcbHOCTH C HeOHHa- 
KOBbIM ΠΟΡΞΠΚΟΜ TOHQIbHbIX HAHMeHOBAHHH. Cpogky cBeqeHHit 
no 3ToMy ΒΟΠΡΟΟΥ cM.: Channik Ch., Wolfram G. Kommentar // 
Gabriel Hieromonachos. Op. cit., 124-125; Haas M. Byzantinische 
und Slavische Notationen 2.41; fepyuman E. Bu3zantuiicKoe My3bIKO- 


3HaHHe, 177-178. 
42 O παραλλαγή CM. KOMMeHTapHH | K 1.50 06. PAHK 63. 


43. B pyKONMCcH cTOHT uMdpa 18 (1n), HO ΤῸ ABH&asl OLUHOKa. K 
TaKOMY 3a€KJIIOUEHHO ClleqyeT MpHHTH He TONbKO OCHOBBbIBAaSICh Ha 
nonoxXeHHAX TEOPpHH BH3AHTHHCKOH HOTAaWWW, HO Da@kKe Ha cBele- 
ἩΜΗΧ JaHHOH pyKONNcH, B ΚΟΤΟΡΟΙ Jatee Nepeuncnsetca 15 
TOHOB. 


4 MmMeHHO 3TH 3HAKM OTHCCEHbI K TOHAM ἡ B ΠΒΥΧ ΠΡΥΓΗΧ 
3HAMCHUTBIX pyKoNHcAx: Codex Barberinus Graecus 300 (Tardo 159) 
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u Codex Petropolitanus Graecus 239 (Thibaut J.-B. Monuments .. 
87), a Takxe 1.48 06. PAHK 63. 
3mecb x%e clemyeT ee pas HaMOMHHTb, ῬΤῸ M3NaTawUanca Β 
KOMMCHTHPpyeMOM pa3gzesie pyKonNHcH Teopns 15 Tonos, § 
NOJYTOHOB H 4 ΠΥΧΟΒ ABISICTCA ΦΡΆΓΜΘΗΤΟΜ, ΟΤΡΩΧΔΙΟΙΠΜΜ HOpMbi 
He CDeEMHEBH3aAHTHMHCKOH, ἃ NAICOBH3AHTHHCKOH HOTALIMH. 
45. Codex Barberinus Graecus 300 (Tardo 159) BMecto tpex 
3HAKOB MpHBOAATCH ABA - TO ψηφστοκάταβασμα καὶ τὸ ἐξιστρεπ- 
tov, a B Codex Petropolitanus Graecus 239 (Thibaut. Monuments ... 
87), H PAHK 63 (1.48 06.) - ψηφιστόν, ψηφιστοκατάβασμα, 
ἐξιστρεπτόν. Llenecoo6pa3Ho TakxKe O6paTHTb BHHMAHHE Ha To, ἹΠῸ 
BO BCeX 3THX TpeX PYKONYCAX HAMMeHOBAHHe ΠΟΟΠΟΠΗΘΙῸ 4X3 
3HAKOB MaeTCH ἨΔ TaK, KaK OH pervcTpupyeTcA B HCTOYHHKAaX ΠῸ 
CpeMHEBU3AHTHHCKON HOTALIMH: He ἐκστρεπτόν, a δξιστρεπτόν,, (a B 
PAHK 63 - ἐξηστρεπτόν). 
46 O nonyroHax [peu.498 coobulaeT NOYTH To x%e CaMOe, TO 
Codex Barberinus Graecus 300 (Tardo 159) u Codex Petropolitanus 
Graecus 239 (Thibaut. Monuments ... 87): τὸ ἐλαφρὸν κλάσμα, 10 
κούφισμα, ἧ παρακλητική, τὸ ψηφιστοκατάβασμα καὶ τὸ 
ἐξιστρεπτοκατάβασμα. OgHako "Cpstorpageu" (Raasted 29) 
YNOMHHaeT TOJbKO TPH ΠΟΠΥΤΟΗΔ - σεῖσμα, κλάσμα μικρὸν καὶ 
παρακλητικῆ, ἃ Codex Vaticanus Graecus δ72 (Tardo 169) 
NepeyHCNeT WECTb NOMYTOHOB: τὸ ἐλαφρὸν κλάσμα, TO κούφισμα, τὸ 
πελαστόν, τὸ ϑέμα, ἢ παρακλητικὴ καὶ ἡ φϑορά. 
4. Κροηθᾷηο, B 3TOM MecTe 4 ΒΡΙΗΥΆΚΠΘΕΗ ΟΡ1Π ΟΠΥΟΤΗΊΡ 
PYKONKCHYW dpa3y "χωρὶς γὰρ τοῦ ἴσου οὐ κατορϑοῦται", Tak Kak 
ΟΗΔ SABIAeTCH ἹΨΥΚΟΡΟΠΗΟΪ ANH MaHHOro mecta ἤρρη. 496, rue 
M3NarawTcH NOsSCHeHHS, He MMCIOWMe HHYerO OGLlerO C HCOHOM. 
He BbiI3bIBaeT COMHEHHS, ΤῸ 3TA NOMYAApHaA cbpaza noMmana ciola 
ouHoOouHO. ΠΟΘΤΟΜΥ He OcTaBasloch HHYero Apyroro, KaK BHECTH B 
T€EKCT HEOOXOAHMOe yTOYHEHHe, 663 KOTOporo OH TepseT cBOli 
ΟΜΒΙΟΠ: "χωρὶς γὰρ «ἑτέρων τόνων οὐ» συνίσταται". 
48° Cm., HanpuMmep: Codex Barberinus Graecus 300 (Tardo 159), 
Codex Jerusalimitanus 332 (Rebours 12). 
49. CM., Hampumep: Codex Jerusalimitanus 332 (Rebours 12), 
PAHK 63, 1.48 06. 
°°. B Apyrux ΡΥΚΟΠΜΟΣΙΧ, CosepxKaUHX AHANOFMYHbI TeKcT (cM., 
HanpHMep: Codex Barberinus Graecus 300 - Tardo 159 nu PAHK 63, 
1.48 οὔ.) qanee cneayeT ONMCAHHE HHTEPBAIDHbIX 3HAYEHHH ΠΥΧΟΒ 
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Η ΠΡΥΓΗΘ TeopeTuyeckve ΠΟΠΟΣΚΘΗΜΗ HOTaWHH. OgHako B /pey.49§ 
NalbHeliwiee W3NOKeHHe 9ΤΟΙῸ pa3ssesla OTCyTcTByeT H ΗΔ ΜΗΔΘΤΟΝ 
COBeEplLICHHO HOBas YacTb. UnTaTenmb HacTosuew KHHIH MOxXeT 
O3HAKOMHMTbCH C ΠΡΟΠΥΠΙΘΗΗΒΡΙΜ B /pe4x.498 pa3snenoM no πνυνόπηκγυ- 
IOLUCMYyCH 3ecb xe TekcTy PAMK 63. 

51| Oru tpn ctTpoxu (19-21) 1.6 momHocTblO HeBepHbl ἡ A 
BbIHYXI€H ObUI H3MEHHTb HOMCpa HMXOCOB pau COOTBETCTBHA ὁ 
yCT€aHOBKaMH BH3aHTHMCKOH TeopHuw. Ho, 3HaKOMSCbh axe ὁ 
HcMpaBIEHHbIM BapHaHTOM @parMeHTa, HYKHO MOCTOAHHO ΠΟΜ- 
HHTb, YTO TpagHUHH FrpeyecKoro My3bIKO3HaHHA ΠΡΟΠΠΟΠΑΓΆΠΗ 
CHauala M3OKeHHE OCHOB CHCTeMbI OKTOHWXa, TO CCTb ΟΠΗΟΔΗΜΟ 
κύριοι HW πλάγιοι ἦχοι, a yXKe MOTOM - μέσοι ἦχοι. ONHAKO, KaK MBI 
BHOMM, B Jpeu.498 ueTbIpe CTpOKM, NOCBALICHHbIc CPpeHHHbIM 
HxocaM, BO3HHKalT HeOXMJAaHHO HW TaK Xe ΒΗΘΒΆΠΗΟ Mmpe- 
KpaulaloTtca. Mbi MoxkeM TONbKO CTpOMTb GONee HIM MeHee NMpaByo- 
nomo6Hble TIpeqnonoxkeHHHH O TOM, KaKHMH cooOpaxkKeHHsIMH 
PYKOBOACTBOBAJICA MepeNHCuHK, HayaBlUKH, a MOTOM MpeKpaTHB- 
ΠΙΗ ἢ NepenUCbIBaTb CHCTEMY CPCHHHHbIX HXOCOB. 

52. αἱ Soya - ΠΡΟΚΗΜΘΗΒΙ, ΜΟΠΟΠΗΣΙΌΙΙΜΘΟΣ BO BpeMA BeYepHero 
H yrpeHHero GorocnyxeHHsA (cM.: Στάϑης ΓΡ. Οἱ ἀναγραμματισμοὶ ... 
39). 

53, 3necb HM3NaraeTcA MecHONneHHe C HaYaNbHbIMH CTpOKaMH ΜΆ 
yeTBepTOrO CTHXxa Mcaima 4. 

4B pyKonucn - τρεῖς, ΤῸ ABINETCA ABHOM OWMOKON. 

55. PykoNNCHbIe τέἐσσάρας - TakKad Ke OYEBHAHAA ΟἸΠΜΟΚΆ. 

6 JIMIUb 30€Cb BOCCTAHABIMBACTCH BEpHOe MCYNCICHHe. 

57 Kak moka3biBaeT ΗΔΟΠΙΌΠΟΗΜΗΘ Hal TeKcTOM, onpenenenue 
κύριος B MaHHOM ciyyae yKa3bIBaeT He Ha "“OCHOBHOHM" HxoC, 
OTNHYalOWMHCA OT MIANVIbHOFO (BeAb B ΠΆΗΗΟΜ pa3zaene peub ΗΠΕΤ 
MOKA TONbKO O6 OCHOBHbIX HXOCaX), ἃ Ha "OCHOBHOH", c KOTOporo 
ΗΠ ΜΗΔΠΟΟΡ NepeyWcNeHHe BOCXOXMCHHH MO CTYHeHSAM ΠΆΠΟΤΟ- 
H@IbHOM CHUCTeMbI. B TaKOM Xe 3HAYeCHHH κύριος MpHMeHseTcH 
ΠΆΠΘΘ W B Ccbepe MlaravibHbIx HXOCOB (CM. KOMeHTapHi 60). 

58 OyeBHAHBIN Mponyck B TeKCTe, KOTOpbIii HeEOOxOMMO 3ano7- 
HHTb XOTA Obl ΠΡῊ MepeBoge, Tak KaK B MpPOTHBHOM cyJ1yyae 
o6pa3yeTcd Mpoben B OCBOeHHH yYALUMMHCA 3ByKOBOrO MpocTpaHcTBa 
OKTOMXa. 

99. Sta «cbpa3sza nmomomvia yueHHKy ycTaHOBHTb HeKyK) TOUKy 
oTc4¥eTa, OT KOTOPOHM HaAYMHAEeTCSH OCBOEHHE ΠΠΆΓΩΠΡΗΡΙΧ HXOCOB. 
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60. Kak H B CJlyyae C OCHOBHbIMH ἩΧΟΟΆΜΗ (CM. KOMMeHTapHii 57), 
ONpenesIeHHe κύριος, COOTHECeHHOe C ΠΠΆΓΑΠΒΗΒΙΜΜῊ MXOCAMH, Takxe 
ὙΠΟΤΡΘΟΠΉΘΤΟΗ ΠΠῊ O603HaYeHHA TOrO MiaranbHoro MxoCca, ΟἹ 
KOTOporo HayMHaeTcH OMMCaHHe HHCXOMAWIeErO pa MaloTOHab- 
HOCTeH. 

61. KoHeuHas cppa3a 9ΤΟΓῸ ΠΡΕΠΠΟΧΚΘΗΜΗ - "καὶ αὐτὸς ἐστὶν βαρύ" - 
nonata cloa ΠΟ OWHG6Ke, TAK Kak βαρύς -- TpeTHH ΠΠΆΓΑΠΒΗΒΙΠ ΗΧΟΟ, a 
vajaraeMoe 3Π60» OMMcaHHe 3aBepLUaeTCA YeTBEPTbIM ΠΠΑΓΆΠΡΗΒΙΜ. 
Cxopee Bcero, NOMIMHHOe MecTO 3TOH dpasbl Mocne στροκὴ 10 
naHHoro ποτῷ. ΠΡῊ nepesoge A onycTH ee, TaK ΚΩΚ COBEPLIeHHo 
OY€BHAHO, YTO OHA He MMeeT ΟΤΗΟΙΠΙΘΗΜΗ͂ K ΠΡΟΠΠΟΣΚΘΉΜΙΟ, Nocie 
KOTOpOro CTOHT. 

62 Bes ΠΟΠΟΠΉΘΗΜΗ πλάγιον TeKcT HeBepeH. ΑΗΔΠΟΓΜΊΗΡΙΜ 
06pa30M A YTOUHA TEKCT HW Dwiec. 

63. B pyKOMMCHOM BapHaHTe 3TOMO MpeIOXCHHA BMECTO τρίτον 
OLUHGOUHO MOABHNOCh πρῶτον. 

64° Cynaa no Bcemy, cnenyoulan dpa3a - "ὁμοίως Kal ἀπὸ πρῶτον" 


Ζ 


΄ 
9 - OKa3WIaCb 30eCb MO HesopasyMeHHW. Jleno He ΤΟΠΡΚΟ B TOM, 


ΤῸ OHA He 3aBepieHa, HO MW B TOM, 4TO NPHHATAA B 3TOM pa3zsele 
COYHHEHHA ΠΟΟΠΘΠΟΒΩΤΟΠΡΗΟΟΊΤΡ HZAIOKCHHA MaTepHaia HE MOSBOIACT 
BeCTH pe4b HH O NeEPBOM OCHOBHOM, HH O MepBoM ΠΠΑΓΆΠΡΗΟΜ HXxOocax. 
JleicTBUTebHO, B KOMMCHTHPYCMOM (bparMeHTe OMHCbIBAIOTCA HXOCHI, 
HaXxOALUHeCA Ha PACCTOSHHHH Tpex CTyMeHeH Apyr OT Apyra. B cBa3v Ὁ 
39THM Yy>Ke ObUIM Ha3BAHbl HM MepBbIM OCHOBHOM, HM ΠΠΑΓΑΠΡΗΡΙἥ 
nepporo. He cmyyaiHo mepemMcyMK ocTaBH 3Ty dpasy 663 
NpolOJDKeHHs. OueBHAHO, OH CaM ΠΟΗΞΠ OWIMOKy. EcTecTBeHHO, {ΠῸ 
ΠΡῊ ΠΟΡΟΒΟΠΟ A ΟΠΥΌΤΗΠ 3sTy Ppazy. 

65. HerpyaHO yBHJCTb, 4TO YeThIPe CTPOYKH, pacnoONOXeHHbIe Ha 
n.11 06., MOMHOCTbH HOICHTHYHbI TeKcTy Ha 1.12 (pa3HMuia MexXDY 
HHMU HECYLUECTBEHHA: Ha J1.11 06. aBaxKAbI NO OLUNGKE NOBTOPEHb! τὰς 
φωνὰς). ostomy ΠΡῊ v310xXKeHHH Mepenoga 4 He ΟΤΆΠ ΠΟΒΤΟΡΗ͂ΤΡ 
OHO Η TO Ke OMpedAeseHve ΠΒΟΪΉΟΓΟ Kpyra. 


Translation 


Fol. lv. With Holy God the beginning of the science of Papadike. It 
starts with the noninterval ison, chanted according to the echoil. 
[The ison] is the beginning,the middie,the end and the 
system of all <ascending and>? descending [signs], since the 
ison is very convenient for equality [with the preceding sound], 

for without the ison no interval can be obtained?, 

Fol.2. The ison is a non-interval [sign], but it does not sound [the 
way the one] which has no phonation, does. It is chanted but 
not measured, for it has no measurable interval?. [However], 
without the ison there can be no interval, [since it forms] 
equality [with the preceding sound] for raising and lowering. 

/Question]. How many [basic] signs are chanted in the 
papadike? ? 
Answer. Three: the ison ὦ... the oligon — and _ the 


apostrophos ) . Thus, for all kinds of equality [with the 
preceding sound] the ison is chanted, in every case of raising the 
oligon is chanted and in every case of lowering the apostrophos 


is chanted>. 

Question. How many interval signs are chanted in the 
papadike? 

Answer. Fourteen: 8 ascending |and] 6 descending ones. The 
ascending {signs] are: the oligon — the oxeia the petasthe 


5 the kouphisma @, the pelaston Y the dyo kentemata ΝᾺ 


<wich are called> “darta"®, [and also] the kentema \ and the 


hypsele ΖΦ. The descending [signs Are the following]: the 
apostrophos ) the dyo joint apostrophoi )} the hyporroe Γ᾽ the 


kratema’? —ge the elaphron (\ and the chamele X . 


Fol.2v. And they are distinguished into bodies and four spirits®. 
Among the ascending [signs] there are 6 bodies: the oligon, the 
oxeia, the petasthe, the kouphisma, the pelaston, the dyo 
kentemata <which are called> “darta"?, The four descending 


19] 


bodies are {the following]: the apostrophos ) the dyo 


[apostrophoi] }) the hyporroe (Γ᾽ the kratema -q_ 10, 


There exist 4 spirits: 2 ascending [and] 2 descending ones. 
The ascending [spirits] are: the kentema and the hypsele; the 
descending ones!! are the elaphron and the chamele. 

[Question]. In what way are they subordinate or not 
subordinate <?>!2 

[Answer]. It is like this: all ascending interval signs are 
subordinate to the ison which |guides them] as follows ....5. 

While all ascending interval signs bow under the descending 
ones as follows ...!4. 


x an Lr 
DO” Mist) «προ 


<And the bodies>!5 are subordinate to the above-mentioned 


Fol.3 spirits. [Thus], the three initial!®© [bodies] - the oligon — . 


the oxeia 4 the petasthe e> are [subordinate] when they are 


placed before or under [the spirits], for cxample, in_ the 
following way!?: 


ad 
~V\45\05 ~ YY 
It turns out then that among the descending signs the 


apostrophos ) and the dyo apostrophoi!® )} are <subordinate 


to the descending spirits>!? , for example, in the following 
way20: 


[When] the kratemohyporroon [is placed] under the 


homalon2! J , it makes22 4 . Then, [when] the hyporroe s is 
placed under the piasma, it makes the seisma?>. 
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The beginning of soundless signs, formed*# 
in a proper way for the cheironomia 


The ison @. the diple yy the kratema -g- the 
kratemokouphisma @y the antikenoma “*%y the piasma Ἂς the 
epegerma ate the lygisma a the kylisma ΔΝ the apoderma 
“τ the seisma?® \ the bareia ἣν the tzakisna wy the 


tromikon As the strepton aL the homalon er the double 


homalon "= the psephiston ae another small homalon2? 


J» the parakalesma τ another parakalesma c the 


gourgourisma?® @, another gourgourisma Sy the parakletike 
—z_. another [parakletike]8* τς the xeron klasma gy [the 
gorgosyntheton] “=f, another [gorgosyntheton] of the psaltike2? 


“=, and it makes the argosyntheton, the synagma* Z the 


tromikosynagma > the psephistosynagma . the tromikon 


with the homalon 4 the enarxis 2 


ol .3v. These are the phthorai of all echoi, from beginning to end: 
the phthora?! of the first echos d 
the phthora of the second echos “σ΄ 
the phthora of the third echos > 
the phthora of the fourth echos ἂχ 


the phthora of the first plagal [echos] Qu 
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the phthora of the second plagal [echos] ᾧ 


the phthora “nenano" ¢¥ another phthora K “legetos™ 


the thema halpun 


the phthora of the fourth plagal [echos] ἐ 


the hemiphthora K the hemiphone?! αν 


the uranisma *@y, 
the extrepton C9 


the stauros?2. ' 

Altogether there are 52 soundless signs. 

The hyporroe is neither a spirit , nor a body, but a voicc 
movement, executed sonorously and melodiously from the 
throat. Hence, the name of its melos. Learn it, deacons. 

[| Question]. How is “nenano" formed? 

Fol.4  [Answer.] It is formed from the first [echos], for “nenano’ 
makes the chanting of "Lord,remit". 

[ Question]. And how is the “legetos” formed? 

[| Answer|. The “Legetos” is formed from the fourth echos. 


Another34 manual was created by Master loannes Glykes. 
He, who will read [it], is a great teacher , and he, who does not 
read it, will not know it: 

"The ison, the oligon, the οχοία... "75 
Fol.4v. Question. How many spirits are chanted <?> 

[Answer]. Four. 

[ Question]. But why is it prescribed [to chant] not 5 or 6 or} 
but [precisely] 4<?> 

Answer. For there exist 4 elements. The Universe [has] two 
upper elements - wind and water, and two lower ones - caitl 
and Passover*®. So the teachers [of music -?] asserted . <During 
the ascension are chanted>3’ the kentema and the hypsele. 
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during the descension the elaphron and the chamele [are 
chanted]. 

Question. Why does one kentema indicate two phonai, while 
the dyo kentemata show only one phone<?> 

Answer. It is like interlacing a rope: when it is interlaced you 
get One rope; when you untwist it, you get four’? . 

Question. How were the oxeia and the bareia formed <?> 

[Answer]. Because “lambda” was cut and [the parts] were 
called the oxeia and the bareia. 

{ Question]. How were the oligon and the diple formed<?> 

Fol.5 [Answer]. They cut “pi" and [the parts] were given these 

names??. 


The exposition of eight echoi, that is, 
of 4 plagal and 4 basic ones. 


[Their] names in the art of music are: 

the first [echos] is called Dorios, 

the second [one] is called Lydios, 

the third [one] is called Phrygios, 

<the fourth one is called Mixolydios>*”, 

the plagal of the first [one is called] Hypodorios, 

the plagal of the second [one is called] Hypophrygios, 

the plagal of the third [one is called] "low" [or] Hypolydios*!, 

the plagal of the fourth [one is called] Hypomixolydios. 

Musicians! It is necessary to know that the basic echoi are in 
ascending sounds and the plagal are in descending ones. For you 
will never find the plagal echos in ascending sounds, and the 
basic one in descending sounds, but the basic [echoi] will 
{always be found] in ascending, and the plagal - in descending 


[sounds]. 
Fol.5v. 


The parallage?? and the questions 
of the art of Papadike. 


| Question}. How many tones exist in the papadike [art] <?> 


[Answer]. Fifteen*? . 
Question. How many semi-tones <?> 


Answer. Five. 
[ Question]. And how many spirits <?> 
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Answer. Four. 

{ Question]. What are tones, semi-tones and spirits <?> 

Answer. The tones are: the ison, the oligon, the oxeia, the 
petasthe, the apoderma, the apostrophos, the bareia, the 
antikenoma the kratema, the diple, the anastama, the piasma, 
the katabasma, the triplon, or the seisma, the parakalesma, 
Other [signs] such as the psephiston, the katabasma and the 
existrepton, are mele but not tones*>. The semi-tones are such 
[signs] as : the elaphron, the kouphisma, the parakletike, the 
psephistokatabasma and the existrepton*® . They are also called 
mele. 

Fol.6 [The spirits] are such [signs] as: the hypsilon, the chamele, 
the elaphron and the kentema. They are called spirits, for they 
make [greater] intervals [and] are not placed without <other 
tones>4’ . Without the apostrophos the chamele cannot be 
placed and [no descending interval] can be formed. And, vice 
versa, without the oligon , or without the oxeia or the petasthe, 
we do not find any <hypsele>*®, Similarly, without the 
apostrophos we do not find <the elaphron or the chamele, and 
if we do find them>*4? , we consider it blameworthy. The 
chamele and the kentema cannot be placed without other tones 
either. Though they form intervals, they are not placed alone. 
Other [signs] are considered among the spirits...°° 

The middle of the first [echos] 1s “low” 

{the middle] of the second [echos] is the plagal «οἱ the 
fourth>>! 

[the middle] of the third [echos} is <the first plagal> 

[the middle] of the fourth [echos] is <the second plagal> 

Fol.6v. Dochai of the prokeimenon>? of the whole week start. For 
Monday vespers, the first echos: 

"God will hear me..." 
Fol.7v. Know, musician, that if from the first echos you go one 


Dr e, 
phone up, you will find the echos ν᾽ ; if you go 2571 phonai 


up you will find the echos μιν “7 ; if you go 355 phonai up you 
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y 4 
will find 5 - if you go 456 phonai up, you will find the first 


4 


echos 9 


Similarly, if you go | phone up from the second echos you 


will find the echos = ; if you go 2 phonai up, you will find the 


fourth echos 5 ; If you go 3 phonai up you will find the first 


Ζ 


΄ 
echos 9 ; if you go 4 phonai up you will find the basic57 


4. 
fone] y . 


Similarly, if you go | phone up from the third echos, you will 


find the echos 5 ; if you go 2. phonai up you will find the first 


Z 


echos gy ; if you go 3 phonai up you will find the echos υ : 


<if you go 4 phonaj up you will find the basic, that is, the third 
echos>°8, 


Fol.8 Similarly, if you go | phone up from the fourth echos you 


Z 


a 
will find the first echos 9 ; if you go 2 phonai up you will 
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find the second echos νη ; if you go 3 phonai up you will find 


“4 
the third echos = ; if you go 4 phonai up you will find the 


basic fourth [echos] S 


The beginning of the plagal [echoij. 


» 
The beginning of the plagal>? 79 _ If you go 1 phone down 


from the first plagal echos, you will find the plagal of the fourth 


5” ; if you go 2 phonai down you will find the “low" echos 
USE ; if you go 3 phonai down you will find the plagal echos 


( Y ; if you go 4 phonai down you wil find the basic plagal® 


» 
echos τ ᾿ 


If you go | phone down from the second plagal echos you 


» 
will find the plagal τι ; if you go 2 phonai down you will find 


Fol.8v. the plagal of the fourth echos As - if you go 3 phonai 


down you will find the "low" echos (422 ; if you go 4 phonai 


» 
down you will find the basic of the plagal second again 4 y 
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If you go | phone down from the “low” you will find the 


plagal echos of the second 4 υ ; if you go 2 phonai down you 


» 
will find the first plagal τι ; if you go 3 phonai down you will 


find the plagal echos of the fourth As‘ ; if you go 4 phonai 


down you will find the basic “low” US . 
If you go | phone down from the plagal of the fourth [echos]} 
you will find the "low" echos (422 ; if you go 2 phonai down 


» 
you will find the plagal echos of the second Ad ; if you go 3 


») 
phonai down you will find the plagal echos of the first 79 ᾿ if 


you go 4 phonai down you will find the plagal echos of the 


fourth A ss: 


Know, musician, that if you go 1 phone down from the first 


echos you wil find the plagal echos of the fourth A 5 ; ἘΓ 


you go | 
Fol.9 phone up from the plagal of the fourth you will find the first 


Z 


΄ 
echos 9 . If you go | phone up from the first plagal echos 
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you will find <the second plagal>® echos y’ . And when you 
go | phone again from <the third plagal> [echos] you will find 


A 


» 
the plagal <of the second> TT y 63, 
If you go 1 phone up from the second plagal you wiil find 


<the plagal> of the third pa “ 

Similarly, when you go | phone down from <the plagal> of 
the fourth [echos] you will find the "low" [echos] 422 and 
when you go 1 phone up from the “low" you will find the fourth 


<plagal> echos A 5 


Similarly, when you go 2 phonai up from the first plagal 


[echos] you will find <the plagal> echos Γ᾿ Similarly, when 
again you go 2 phonai up from the second plagal [echos] you 


will find the fourth <plagal> echos ς . Similarly, when you 


d 


Fl 
go 2 phonai up from the "low" you will find the first echos 9 
. Similarly, when you go 2 phonai up from the fourth plagal 


fechos] again you will find the second echos y” 


Fol.9v. Know, that when you go 3 phonai up from the first plagal 


xk» 
echos 79 you will find the fourth <plagal> echos 5 and 


[another] one connected with "nenano". And if you go 3 phonai 
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Fo 


down from the fourth <plagal> [echos] you will find the plagal 


» 
of the first τῷ . Similarly, when you go 3 phonai up from the 


Ζ 


΄ 
second plagal, you will find the first echos 9 , and it is 
naturally connected with “nenano". And if you go 3 phonai 


down from “nenano" you will find the plagal of the second 


» 
A με 64. Similarly, when you go 3 phonai up from the “low" you 


Π 


4 ees 
will find the echos of the second y , and it is connected with 


the third echos. And if you go 3 phonai down from the second 
echos you will find the "low" echos (422 . Similarly, if you go 


3 phonai up from the fourth plagal echos A 5 you will find 
the third 


Z 


10 echos a . And when you go 3 phonai down from. the 


third [echos] you will find the echos of the fourth A 5 é 


If you go 4 phonai up from the first plagal echos, you will 


fe 
find 9 . Similarly, going 4 phonai down [from it] , you will 
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find the plagal echos of the first τῇ . And if you go 4 phonai 


up from the plagal of the second echos you will find the second 


4 
echos y . Going 4 phonai down from the second echos you 


» 
will find the plagal of the second A ν . If you go 4 phonai up 


from the "low" echos you will find the echos be . Going 4 


phonai down [from it], you will find the "low" echos = . 
And if you go 4 phonai up from the fourth plagal echos, you 


& 
will find the fourth 5 . Similarly, going 4 phonai down from 


the fourth echos you will find the plagal echos of the fourth 
hc 
πδ΄ 

Good end. 


Fol. 11. [The wheel of Koukouzeles. | 


The wheel itself is like the first, beautiful and, at the same 
time, basic echos. It was conceived by Master lIoannes 
Koukouzeles for chanting degrees. 


Fol. i lv. and 12. [The double wheel.] 


The double wheel is like the most beautiful basic echoi and, 
at the same time, like the plagal echoi. It was created by 
teachers for chanting degrees. Oh, the art of all arts®. 


Fol. 12v. [A child’s drawing.] 
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Fol. 13. This quadruple wheel created by  loannes 
{Koukouzeles] for chanting degrees is like the basic echos, the 
middle and the plagal ones. It is useful for the art of music. 


{The quadruple wheel.]. 


However, it also has some secret mechanics, look and you 
will discover it. 
Fol.14, "This kalophonarion..." 
Fol. 14y. "These five thousand..." 
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Comments 


| These words reflect not only the importance of the ison for the 
system of notation, but its close connection with the mode tonality 
system of Byzantine music as well. 

Later, commenting on the sources published in the present book, 

I am going to use the term "mode tonality” (Russ."ladotonalnost’), 
though for mediaeval music other terms are more frequently used to 
render the same meaning: church modes, mediaeval modes, natural 
modes, modi, toni etc. While the term "tonality", especially such a 
typical Russian word-formation as "ladotonalnost’, has hardly ever 
been applied to Mediaeval music thinking, for it was as far back as 
the XIXth century, when the concept of “tonality” (die Tonalitat) 
was formed as that exclusively harmonious system, which is based 
solely on major and minor organization, making the term "tonality" 
inappropriate for other mode systems. Therefore, in order to avoid 
misunderstanding, I have to give, if in brief, my own view of the 
problem. 

[ am deeply convinced that the two most important distinctive 
and indispensable features of musical thinking are: a) the system of 
sounds, correlated with each other by numerous forms of subor- 
dination (Russ. /ad - "“mode”) and united in a certain mode volume 
(tetrachordal, pentachordal, hexachordal and octave), and b) the 
ability to apply this mode tonality organization to different pitch, 1.6. 
tonality levels. Both of these factors have been valid in all historical 
periods, because without them music ceases to be a system, but tums 
into chaotic combination of sounds. 

It is true that every historical period creates its own specific mode 
forms, with a certain mode volume and its special content, where 
the sounds of each mode form have their "own" relations, varying in 
number and functions. This unique character of the mode organiza- 
tion influences pitch tonality levels, on which mode forms are 
"allocated", and their interrelation. 

Therefore, we should deal with historical types of mode tonality 
organizations, engendered by the musical thinking of various periods, 
for example, of the antique. type (Dorios, Phrygios, Lydios etc.), 
when mode tetrachordal systems with a peculiar logic of sound 
interrelation were allocated on numerous tone levels (my own views 
on this problem can be found in my book "Musical Thinking of the 
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Ancient World"). A very distinctive period of the mode tonality 
development was that of the Middle Ages in Western Europe, which 
was based on hexachordal forms of mode organization. In modern 
European music the octave mode organizations are also generally 
known. | 

But in all these historical periods the two aforementioned factors 
- mode and tonality, inseparable from each other - have continued 
to be very effective. Thus, I find it reasonable to use the term "mode 
tonality” (Russ."/adotonalnost'), which includes the notions of the 
two important and indispensable categories of musical sound pitch 
thinking, for any period of music development. However, it should 
be born in mind - and this is a general truth - that historical evolu- 
tion has created different types of mode tonality organizations. So 
the Ancient mode tonality system is equally different both from the 
Midiaeval and the New European ones. 

From this point of view I do not sce why we cannot use the term 
“mode tonality” (Russ. "/adotonalnost') discussing the problems of 
Byzantine music. 

I must mention one more aspect of terminology. 

The Greek term ἦχος used to be translated into Russian 
as"rnac"(glas). It had originated in the musical practice of the 
Russian Orthodox Church and must have been the result of 
translating ἦχος. No doubt, the term "rnac” reflects the same 
phenomena in Russian mediaeval music which in Byzantium were 
called ἦχος. 

At the same time, in spite of Byzantine and Mediaeval Russian 
cultures being very close to each other due to common traditions in 
the musical arrangement of divine services, it is no wonder that their 
distinctive character made itself manifest in specific features of the 
mode tonality organization of music material. Moreover, having 
taken form under the beneficial influence of Byzantium, Russian 
church music in due course took its own path. And this circumstance 
could not but influence the special character of the mode tonality 
system of Russian musical art. 

Considering all this, I gave up the idea of using “glas" as the 
Russian equivalent of Greek ἦχος. However close in meaning these 
terms may seem, each of them has its numerous distinctions, caused 
by the individual and specific character of musical practice in 
Byzantium and Ancient Russia. 
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Thus, I have chosen to use the transcription of the Greek term - 
“echos” - in the present book. 

21 inserted ἁνιόντων te καὶ, for there is evidently an omission in 
the text. 

3 The phrase “tod ἴσου εὐμενεστάτου διὰ τοῦ ἴσου" can hardly be 
found anywhere in προϑεωρία΄. However, another phrase "χωρὶς γὰρ 
τοῦ ἴσου οὐ κατόρϑοῦται" is found in almost every example of this 
kind. In Greek 498 it is used twice: in the place commented on and 
on lines 4 - 6 of the same folio. This seems to be at variance with 
the traditions of the genre, where, for the sake of conciseness, no 
repetitions were allowed. Therefore it is not improbable that the 
phrase was repeated owing to some misunderstanding. I would not 
undertake to state, though, which of the two phrases appeared by 
mistake, since the number of arguments pro and contra is equal in 
both cases. Yet in accordance with the tradition this phrase looks 
more appropriate in the place where it is given for the second time. 

4 There is apparently another mistake here too. “μὲν ob μετρεῖται" 
on line 3 looks especially doubtful; so does the return to "φωνὴν οὐκ 
ἔχει", which has already been "chanted" in the middle of line 2, at 
the beginning of lines 4 and 5 on fol. 2. So I think the more 
acceptable variant should be as follows: 

" Ioov [λέγεται]! ἀφωνον᾽ οὐχί δὲ ἄφωνον 
ὅτι φωνὴν οὐχ ἔχει, φωνεῖται 

μὲν OD μετρεῖται δέ, 

ἀριϑμῶδες γὰρ φωνὴν οὐχ ἔχει". 

It was with due regard for this correction that the translation was 
done. 

> See comment 4 to Greek 497. 

6 ἃ λέγονται was borrowed by me from Codex Barberinus Graecus 
300 (Tardo 151), see comment 4 and 13 to Greek 494, and the 
comment 30 to Greek 497. 

7 The manuscript κράτημα is evidently used incorrectly here, for 
κράτημα is a sign of duration, which does not belong to the group of 
interval signs. However, we even have a graphic representation of the 


-- , 
In Greek 496, which is not considered in the present book, on fol. 1 it is written: “to 
ἶσον ἐστὶν εὐμελέστατον᾽ χωρὶς γὰρ τοῦ ἴσου ὅλα ἄφωνα μενοῦσιν". 
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kratema σα... Yet according to the rules of Byzantine notation, the 


sign κρατημοὐπόῤῥοον ty should have been placed here instead. 


8 In accordance with the rules of Byzantine notation theory the 
manuscript "τὰ τέσσερα σώματα καὶ πνεύματα" should be replaced by 
"τὰ σώματα kal τὰ τέσσερα πνεύματα". The traslation was done with 
regard for this correction. 

9 See comment 6. 

19 See comment 7. 

1 The numeral in the phrase "ἐκ τῶν κατιουσῶν τέσσερα" is 
apparently an error. 

12 In the manuscript it is not a question-mark but a full stop. 
However, the meaning of the phrase and the text following it show 
that it is an interrogative phrase. The reader can easily find the 
similar cases in other places of the manuscript text. 

13 At this place in the manuscript source there should have been a 
series of signs, illustrating a well-known rule of Middle Byzantine 
notation: the ison, placed above the ascending interval sign, negates 
its value. 

'4 Here the examples, showing that the descending sign placed 
above the ascending one negates the interval value of the Jatter, 
should have been given. 

[5 | have ventured to supplement the manuscript text in such a 
way to avoid possible nonsense. 

16 It should be noted that participium ἀνοίγων is hardly ever met 
in the absolute majority of sources of this kind, which are 
characterized by limited vocabulary, and therefore it attracts the 
reader's attention at once. 

17 There must have been a new number of signs, given to 
illustrate this rule, in the manuscript source here. 

I8 [et us note that οἱ δύο ἀπόστροφοι σύνδεσμοι is used here 
instead of the conventional ὁ διπλοαποστροφός. 

19 This fragment seems to lose its meaning if τῶν ἀποστρόφων καὶ 
τῶν διπλοαποστρόφων is not changed for 6 ἀπόστροφος Kai ὁ 
διπλοαποστροφός and ὑποτάσσονται ὑπὸ τὰ κατιόντα πνεύματα is not 
added. In the traditional examples οὗ προϑεωρία this rule is expressed 
in the following way: "τὰ κατιόντα πνεύματα ...ὑποτάσουσι τὰ ἑαυτῶν 
sdpata...”. Above line 20 of fol. 2v. of the manuscript ( see the 
photocopy ) the following examples are given: the chamele and the 
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elaphron, placed above the petasthe and the kouphisma, negate the 
interval value of the latter. 


20 The two pairs of neumes ™y) x ) νυ given here to illustrate the 


above-cited rule, should be given in a different way : my Χ “. 


21 The sign of the kratemohyporron is mussing in the text and the 
shape of the homalon, given here ap , is diffcrent from the 


generally accepted one “¥ . 


It should be noted in passing that here, as well as in many other 
cases ( see also comment 4 to fol. 45 v. of RAJC 63 ), there is no 
clear line of distinction between the two meanings of the verb 
ὑποτάσσειν - “ to subordinate” and " to place under", which have 
different expressions in notation. Therefore, without any “ cacsura’ 
in the text, the exposition of notation rules, dealing with the 
interrelation of interval signs when some of them subordinate 
(ὑποτάσσουσι)) others, is followed by the exposition of the 
composite graphics of some soundless hypostases, formed from the 
neumes with more primitive outlines, when some signs are placed 
under (ὑποτάσσονται) the other. 

22 ἀργοσύνϑετον is the name of the sign which is a conjunction of 
the homalon with the kratemohyporroon. However, it is depicted 
here without any name ( see also comment 30 ). For more 
information about this sign see: Conomos ἢ. Byzantine Trisagia and 
Cheroubika of the Fourteenth and Fifteenth Centuries. A Study of 
Late Byzantine Liturgical Chant. Thessaloniki 1974, 363 - 366. 

23 In this place of the manuscript the drawing of the scisma is 
Missing. 

24 1 will not undertake to explain how the negation binds, alicn to 
this text, made its way into it. But, whatever the reasons for this may 
have been, it cannot be regarded in translation. 

25 It is strange that in the manuscript a horizontal linc should 
have appeared above the traditional shape of the diple. 

26 The graphic representation of the seisnia was not completed in 


the manuscript, for it lacks the sign of the hyporroc yg . The 


ae 
accepted shape of the scisma is νι | 
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27 "The double homalon" and “the small homalon" were sure to 
have aroused great interest, being the signs unusual for a traditional 
catalogue of the great hypostases. Yet their identical graphic 
representation ( see lines 16 and 17 of the photocopies of fol. 3 ) is 
rather disappointing. 

28 A rare sign, its name may be translated as "purring". 

284 Unfortunately, the given signs of the parakletike are in no way 
different from one another. 

29 In the list of the neumes the sign ἕτερον tod ψαλτικοῦ was 
always placed after yopyoovvSetov. This can be evidenced by the 
texts of many well-known sources, where ἕτερον tod ψαλτικοῦ is 
recorded; see: Gerbert M. De cantu ..., ΤΙΗ, Tab. IV: Christ W. Uber 
die Harmonik des Manuel Bryennius ..., 269; Παρανίκας M. Op.cit., 
166; Codex Barberinus Graecus 300 (Tardo 155), Gabriel Hicromo- 
nachos. Op. cit., 64 (footnote to line 294). Such succession of these 
two neumes may be accounted for by the fact that the graphic 
representation of " another |[gorgosyntheton]| of psaltike" is based on 
the graphics of the “gorgosyntheton". Following this tradition I put 
the term "gorgosyntheton" into the text. 

Ὁ The name of this sign in the manuscript is preceded by the 
phrase “kai γίνεται ἀργοσύνϑετον", which seems to be out of place 
here. It should be on line 6 of the given folio where καὶ γίνεται is 
also recorded, though without the name ἀργοσύνϑετον, which should 
have been placed next to the drawing of the sign. 

31 It should be noted that on the whole the graphic 
representations of all phthorai given here are basically the same as 
the traditional ones, the carelessly written phthorai of the first and 
the first plagal echoi being the only exception. Firstly, they are 
hardly different, and secondly, they are at variance with the 


traditional graphic outlines of the phthorai of the first echos ὦ, and 


the first plagal echos fe . In the text I use the conventional 


phthorai of either echoi in the way they are given in Codex 
Barberinus Graecus 300 (Tardo 53 ). Their manuscript variants are 


given in photocopies. 
It should be added here that the neume "“thema_ haplun”, 
mentioned below, is not accompanied by its graphic representation. 


14 Saas 8 2443, 209 


_ 


31a Tt is not difficult to see from the photocopy that the shapes of 
the hemiphthora and the hemiphone signs hardly differ from one 


another. fu ' 


32 The neume “stauros" + IS nissing in the manuscript. 


33 Even after the most careful counting of the great hypostases in 
this section, their total number is several items smaller. 

34 T have already mentioned (see the introductory part) that the 
preceding sentence is separated from the given one by a one-line 
gap. It is not improbable that the scribe wanted to mark a new part. 

35 The beginning of "The Small Ison". 

36 This is how the present text transforms the ancient theory 
about the four elements ( air, water, earth and fire) which are 
supposed to form the basis of all natural phenomena. 

This archaic concept is known to have originated at the dawn of 
Helenic civilization. The ways it was christianized, which resulted in 
"heathen" fire ( πῦρ ) being replaced by Easter ( Λαμπρή ) could have 
been many. For example, such substitution may have occurred under 
the influence of the early Easter service, where the rite of the “Holy 
Fire" in the Church of the Holy Sepulchre occured, or it may have 
been the reflection of a later service ( beginning from the second 
half of the Xth c.), devoted to the descent of the Holy Light from 
Heaven. Anyway, the transformation of πὺρ into Λαμπρή is sure to 
have taken place in liturgical practice and then it made its way to 
the folios of such manuscripts as Greek 498 and the like, closely 


connected with church life. I am deeply grateful to C.C.Akentyev for 


having advised me on this question. 

37 εἰς ταῖς ἀνιοῦσαις ψάλλεται is apparently an omission in the 
text. 

38 The question of what might have been the reason for onc 
kentema indicating two phonai and the dyo kentemata showing only 
one phone, could not fail to arise in the Byzantine practice of music 
teaching, for, in accordance with the simplest logic, it should have 
been the other way round. Therefore, chanters, starting their musical 
training and, naturally, operating according to the most primitive 
categories, had to find an answer to this recurrent question. While 
acquainting ourselves with the text here, we realize that the answer , 
given in Greek 498 shows not a competent knowledge of the matter 
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but a witty deviation from the real answer: one kentema can be 
compared with a rope which can be untwisted into several parts, 
while the dyo kentemata are very much like two ropes which can be 


interlaced and make once. 


3° If the interpretation variant of the oxeia 7 and the bareia κ᾿ 


, having originated from “ the lambda “ cut in two parts", seems 


fairly probable, the idea of the oligon — and the diple sy being 


based on “ the cleaved" Jetter " pi" [] is rather far-fetched. For the 


sign of the diple has not only two close parallel lines but their 
apparently right slope, which is the main distinction of the diple, 


say, from the piasma \ ( as well as its other graphic features). 


However, such slope is missing in the shape of ” pi 
On the whole, tt should be born in mind that such interpretations 


of the origin of neumes, which more often than not were rather far- 
fetched, were artificially created by teachers of music. Morcover, the 
individual views of every teacher and the traditions of his school 
were inevitably reflected in the teachers’ interpretations. [t is most 
probable that we have here one such individual, whose, methods of 
interpreting the origin of the oligon and the diple shapes were not 
very successful. 

40 Another obvious omission. 

41 The traditional succession of tonality names require their 
special arrangement: the names with a prefix ὑπό are always given in 
the same order as the names without the prefix. Therefore, if in the 
given list “Lydios" is followed by "“Phrygios”, then “Hypolidios” 
should be followed by “Hypophrygios’. In any case, such had been 
the principle of the ancient mode tonality system organization, 
whence the Byzantines borrowed these special terms. However, in 
our manuscript, as is seen, this principle is violated, for "Hypolydios" 
follows “Hypophrygios", while in the sequence of names with the 
prefix ὑπό "Phrygios" followed “Lydios". This is another piece of 
evidence of showing that the comparison of the echoi with ancient 
tonalities was formal and scholastic for inode tonality organizations, 
reflecting different historical periods of musical thinking, which 
could not have any identity in meaning. For this reason sequences 
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with different order of tone names were used in Byzantine tradition, 
For a summary of information on this problem see : Channick (ἢ, 
Wolfram G. Kommentar //Gabriel Hieromonachos. Op.Cit., 124 - 
125; Haas M. Byzantische und Slavische Notationen, 2.41. [epyma: 
FE. BH3aHTHHCKoOe My3bIKO3HaHNe, 177 - 178. 

42 About παραλλαγή see comment | to fol. 50v. of RAIC 63. 

43 In the manuscript there is figure 18 ( iy ' ). But this is an 
obvious mistake. This conclusion is based not only on the rules of 
Byzantine notation theory, but even on the information given in the 
present manuscript with the list of 15 tones to follow. 

44 These signs are referred to tones in other two well-known 
manuscripts : Codex Barberinus Graecus 300 (Tardo 159) and Codex 
Petropolitanus Graecus 239 (Thibaut. Monuments ..., 87), and also 
fol. 48v. of RAIC 63. 

The reader is reminded - again that the theory of 15. tones, 5 
semi-tones and 4 spirits, given in the commented part of the 
manuscript, is but a fragment reflecting the standards of Palaeo- 
Byzantine and not of Middle Byzantine notation. 

45 In Codex Barberinus Graecus 300 (Tardo 159) two signs only 
are given τὸ ψηφιστοκάταβασμα καὶ to ἐξιστρεπτόν instead of three 
while in Codex Petropolitanus .Graecus 239 ( Thibaut. Monuments..., 
87) and RAIC 63 (fol. 48 v. ) it is as follows; ψηφιστόν, 
ψηφιστοκατάβασμα, ἐξιστρεπτόν. 

It is not unreasonable to note that the name of the last sign given 
in all three manuscripts differs from the name of the same sign as 
registered in the sources on Middle Byzantine notation: not 
Exotpentov, but ἐξιστρεπτόν ( and in RAIC 63 ἐξηστρεπτόν ). 

46 Greek 498 gives the same information about semi-tones 4s 
Codex Barberinus Graecus 300 (Tardo 159 ) and Codex Petropolitanus 
Graecus 239 ( Thibaut. Monuments ..., 87): τὸ ἐλαφρὸν κλάσμα, τὸ 
κούφισμα, ἧ παρακλητική, τὸ ψψηφιστοκατάβασμα καὶ τὸ 
ἐξιστρεπτοκατάβασμα. However, in "The Hagiopolites” (Raasted 29) 
only three semi-tones are recorded - σεῖσμα, κλάσμα μικρὸν καὶ 
παρακλητική and Codex Vaticanus Graecus 872 (Tardo 169 ) gives 6 
semi-tones : τὸ ἐλαφρὸν κλάσμα, τὸ κούφισμα, τὸ πελαστόν, TO ϑέμα, ἢ 
παρακλητικὴ καὶ ἡ φϑορά. 

47 It is clear that I had to leave out the manuscript phrase "χωρὶς 
yap tod ἴσου οὐ κατορϑοῦται", for it does not belong at this in Greek 
498, where some explanations are given which have nothing in 
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common with the ison. There is no doubt that this popular phrase 
had been inserted here by mistake. Therefore, the only reasonable 
way out was to add the necessary specification to the text, without 
which the latter would be senseless : "χωρὶς yap «ἑτέρων τόνων οὐ» 


συνίσταται". 
48 See, for example, Codex Barberinus Graecus 300 (Yardo 159), 


Codex Jerusalimitanus 332 (Rebours 12 ). 

49 See, for example, Codex Jerusalimitanus 332 (Rebours 12), 
RAIC 63, fol. 48 v. 

50 In other manuscripts, containing the same text ( see, for 
example, Codex Barberinus Graecus 300 - Tardo 159 and RAIC 63, 
fol.48v.) the exposition of interval values of the spirits and other 
theoretical principles of notation follow. But in Greek 498 the 
subsequent exposition of this part is missing and a completely new 
section begins. The reader of the present book will find the missing 
part in the text of RAJC 63 published here. 

>! These three lines ( 19 - 21 ) on fol. 6 are absolutely wrong and 
I had to change the numbering of echoi to make it conform to the 
rules of Byzantine theory. But even reading the corrected variant of 
the passage, One should remember that according to the traditions of 
Greek musicology, the exposition of the oktoechos system 
foundations was to go first, that is, the description of κύριοι, and 
πλάγιοι ἦχοι was to be followed by μέσοι ἦχοι. In Greek 498, 
though,. the four lines describing the middle echoi appear rather 
unexpectedly and end up just as suddenly. We can only guess about 
the reasons which made the scribe first start and then stop writing 
the system of the middle echoi. 

“2 αἱ Soyai are the prokeimena, executed during the evening and 
the morning services ( see: Στάϑης Γρ. Οἱ dvaypappatiopoi ... 39 ). 

53 Here the chant with the opening lines from the fourth verse of 
Psalm 4 is given. | 

54 In the manuscript it is τρεῖς, which is an obvious mistake, 

55 The manuscript τέσσάρας is another mistake, equally obvious. 

56 It is only here that the correct way of counting degrees is being 
re-established. 

57 As a closer reading of the text shows, the definition κύριος 
indicates not “the basic" echos which differs from the plagal ( for this 
part deals with the basic echoi only), but “the basic" echos which 
opened the list of descensions by degrees of the mode tonality 
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system. In this very meaning κύριος is used later in the sphere of the 
plagal echoi. . 

58 Obviously an omission in the text, which should be filled, if 
only in translation, otherwise pupils will have a gap in mastering the 
sound space of the oktoechos system. 

59 This phrase helped the pupil to have some starting point in 
learning the plagal echoi. 

60 Just as in the aforementioned case with the basic echoi (see 
comment 57), the definition κύριος, if compared with the piagal 
echoi, is used to indicate the plagal echos, which opens the 
descension sequence of mode tonalities. 

61 The final phrase of the sentence "καὶ αὐτὸς ἐστὶν βαρύς" found 
its way here by mistake, because βαρύς is the third plagal -echos, 
while the discription here ends up with the fourth plagal. Most 
likely, this phrase should have been after line 10 of the given folio. | 
left this line out in the translation, since there is no doubt that it 
bears no relation to the preceding sentence. 

62 The next is incorrect without πλάγιον added to it. Further 
corrections and specifications of the text are done in the similar way. 

63 In the manuscript variant of this sentence τρίτον was 
erroneously replaced by πρῶτον. 


A 


64 The next phrase "ὁμοίως καὶ ἀπὸ πρῶτον 9 


seems to have 


been inserted here by mistake. It is not only that it is incomplete. 
The exposition order of material here does not comment on either 
the first basic echos, or the first plagal. And indeed, ἴῃ the 
commented passage the echoi, separated by 3 degrees, are described. 
The first main echos and the plagal of the first echos have already 
been mentioned in this connection. The scribe seems to have left this 
phrase deliberately incomplete. He must have realized his mistake. 
So I thought it only natural to leave this phrase out in_ the 
translation. 

65 It is easy to see that the four lines, placed on fol. Liv., are 
absolutely identical to the text on fol. 12 ( the only difference 
between them being rather insignificant, namely, τὰς φωνάς are 
repeated twice on fol. [lv. by mistake). Therefore | chose not to 
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translation. 


ἴπασα IV. 
@MparmeHT "CtTuxupapsa Heodnuta, 


MepoMoHaxa M3 JlaMacka’" 


(T peueckasi 495) 


ΠΡῊ pa6Gote Hag OTpbIBKOM H3 /[pex.498, CBA3aHHbIM C Mayeo- 
BH3aHTHMCKOM HOTAlUWeH, y MCHA BO3HHKIa MBICAb MpeACTaBHTb 
YHTaTeJIMM ΘΠ OAHY pyKOMNHCh Μ3 ΚΟΠΠΟΚΙΙΜΗ Tlopdmupua Ycnen- 
ckoro, TaK KaK ee coglepxaHHe MMeeT CaMOe ΗΘΠΟΟΡΟΠΟΤΒΟΗΗΟΘ 
OTHOUeHHe K TOH xe nNpoOsieme. 

τὰ Nowly3aragouHad pyKOMWCb ΗΜΚΟΓΠᾺ HE ΠΡΗΒΠΟΚΔΠᾺ NOLK- 
Horo BHHM&@HHA MYy3bIKOBeEAOB HW HayKa Mpollwia MHMO Hee. A 
pyKONMCb COMeEpXHT B ceOe TaKHe CBeJeHHA, KOTOpble HE ΜΟΓΥΤ He 
3aMHTeEpeCOBAaTb TeX, KTO CTP€MHTCA packpbITb TaMHy MasleOBH3aH- 
THHCKOH HOTALMH. 

KoHeuHo, 3TO He O3HAa4aeT, ΤῸ MpesnaraeManA BHHMAHHW YHTa- 
Tene pyKOMHCb MOX€CT AaTb OTBETbI Ha MHOTME BONPOChI, BO3HH- 
Kalouive ΠΡῊ MW3yYeHHH ManeOBM3aHTHHckoH HoTaWHH. Kak pa3 
Hao6o0poT. OHA TOJIbKO yBEMYHBaeCT YHCIO GeE3OTBETHBIX BOMPOCoB. 
ΜΠ pmMecte c TEM BPA JIM KTO-HHOyoOb ΟΥ̓ΠΟΤ OCNapHBaTb MHEeHHe, 
wo ¥YeM GOJIbIIe ΒΒΟΠΘΗΟ B Hay4HbIn O6Mx0 MCTOUHHKOB (Zaxe 
loka “MOJIMaLMx"), TeM AKTHBHE€ MOXHO LITYPMOBaTb KpenocTb 
laleOBH32HTHNCKON HOTALHMH. 

Peyb ΠΟΤ O pyKoNNcH ΠΟΙ͂ wHdpom /[pey.495 (penpoayKuHH ee 
NMCTOB ΠΔΗΡΙ cpa3y nocne [per.498). 
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M.A.bprukos wv B.K.EpHuiteat aatTupospann ee XVI-XVII μμὶ͵ 
B.BenHeleBuy, ΠΑΒΙΗΙΜἥ ee KpaTKoe OMmMcaHHve? M MOMECTHBUHI 3 
cpoeH KHHre (dpotokonuw 4.1 06°., Βοοῦμις He BbICKa3bIBANCA ὁ 
BpeMeHH ΟΟ3ΠΔΗΜΗ pyKormMcH. A.- b.THG6o - eMHCTBeEHHbIi My3u- 
KOBef, KOTOPbIM OnyONMKOBa ee KpaTKoe ΟΠΜΟΔΗΜΘΊ WM ΛΆΤΗΡΟΒΔΙ 
ee XV sBekoM. [IlonyrHo OH BbICKa3a1 HECKONbKO AO NMpegena 
CKATBIX ΞΜ ΔΗ ΜΠ, KaCalOluMXxcH pykonucu (HanGouee ΟΥ̓ΙΗΘΟΤΒΘΗ- 
ἮΡΙ H3 HHX OyayT YNOMAHYTHI Aatee). HO ypoBeHb 3HAaHHi ὁ 
BH3aHTHHCKOH HOTauHH B ero BpeMA ObLI CAMUIKOM OFpaHHyen. 
IlosTOMy OH ΗΘ ΟΜΟΙΓ yYBHAeCTb B MaTepHaie pyKOMHCH BaxHble 
ΟΒΗΠΟΤΟΠΡΟΤΒΩ H NO JOCTOHHCTBY OWe€HHTb HX. Bce 3TO HX Aaet 
OCHOBaHHe yTBepxklaTb, 4TO /pexw. 495 HuKorMa He  O6bina 
MIpeAMeTOM Cepbe3HOPo ΜΟΟΠΟΠΟΒΔΗΜ5 MY3bIKOBeOB. 

Pykonucb ΠΡΟΠΟΤΏΒΠΗΟΤ cobonw 4 mucTa pasMepom 255 x 165. Ee 
NepBbIM JIMCT - MycTOH, a Ha 1.1 οὔ. BBepxy ΚΑΡΔΗΠΑΠΙΗΔΗ 3ΆΠΗΟ0Ρ: 


“CTuxupapb Heoduta wepomouaxa u3 Jlamacka”™. 


BHu3y Xe JIMCTa ΠΡΗΠΜΗΟΔΗΟ: 


“CuuHan. [ol HenX3BeCcTeH”™. 


Ha ΠΟΟΠΟΠΗΘΜ sHncTe (1.7 06.) HaxOAHTCA NOAHOCTbIO CMbITAs 
apaOcKad 3ΔΠΜΗΟΡ. 

KayectTBo 6yMarM, aGcoIOTHO JIMLUCHHOH ΚΑΚΗΧ-ΠΗδΟ BOJAHBIX 
3HaKOB, HM XapakTep Noyepka NHcla ΓΟΒΟΡΗ͂Τ Ο Tom, ἯΤῸ /pe4.495 
HalHcaHa He MO3AZHeEe ΒΤΟΡΟΪ NONOBHHbI XIII Beka. ΠΟΘΤΟΜΥ Bee 
BbILUCYMNOMAHYTbIe JATHPOBKH, OTHOCALIHe pyKONMHCh K Oonee ποβῃ- 
HEMyY BPeMEHH, NpeACTAaBIAWOTCH COMHHTCJIbHbIMH. τὸ NOL- 
TBepK1aeT H MY3bIKANbHO-TeopeTHYCcCKoe COsepKAHHE HCTOYHHKA, 
KOTOpoe MOXKHO ΟΠΡΟΠΟΠΗΤΡ KaK BcTpeyy Ha JHCTax Οπηοΐ 
προϑεωρία ABYX HCTOpMYeCKH pa3sMYHbIX HOTaUH - ΠΑΠΘΟΒΗ3ΔΕ- 
THHCKOHW MW CpeAHeBH3aHTHHMcKon. Taxkaa BcTpeya B 6onee Mo3qHHe 


l Orver Mmnepatopckon Ily6nmyunok OuGrMoTeKH 3a 1883 rom. Canxt-Iletep6ypr 


1885, 161, N 106. 

beHelwesuy B. Onncanve meyeckHx pyKonHceh ΜΟΗΔΟΤΡΙΡΗ CBaTow ExatepHHn Ha 
Cunae. T.1, 631-632, N 302. 

Tam xe, 153. 
Thibaut. Monuments ... 133. OfHako B 93TOM H39aHHKM pyKOMHCch ΟἸΠΜΟΟΜΗΟ 
3aperncTpvMpoBaHa mon N 496. Kpome Toro, Ha6mwmeHuA Hal TekcTom X. -b. 
Tu6o0 HaBOAAT Ha MbICIb, YTO NepenyTaH He ΤΌΠΡΚΟ ΠΙΜΦΡ pyKOMMCH, HO Η CaM 
HCTOUHHK, HOO He OTMeYeHHbIMH OKa3MIHCb MHOTMe BaxKHbIe YepTbI, KOTOpbt 
HEBO3MOXHO 6bUIO He 3aMeTHTb. 
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BpeMeHa Oba Obl HeMbICNMMa. ΚΟΗΘΊΗΟ, H3BECTHbI HW PyKOMHCH 
XVI-XVII ΒΒ., B KOTOpbIX ΜΗΟΓΠᾺ OYEHb (parMeHTapHO Mpockalib- 
3bIBaIOT Pa3PO3HEHHble CBeEMCHHA O ΠΑΠΕΟΒΗΞΩΔΗΤΗΜΟΚΟΙ HOTALIMH. 
3necb ΚΕ KOHCMeKTHBHO MW3JIOKEHbI Be ManeOBH3aHTHHcKHe 
CHCT€Mb] HOTALWIMH (HMeEHHO K TaKOMY BbIBOLY MpHBOAHT H3y4yeHHe 
pyKonucH) HW OAHOBPpeMeHHO BaXKHeHWHe ΠΡΑΒΗΠᾺ cpeHeBH3aH - 
THMcKoro HOTHOrFO MMcbMa. Ha pybexe XIII-XIV ΒΒ. eure nHorga 
BOSHMKaIa NOTpe6HOCTb B ONHCAHHM HOTHOM CHCTeMbI, yXOAHBUIeEH 
Tora B 6e3BO3BpaTHOe mpouwioe. HeckonbKo No3xKe OHa yxe 
HHKOrO He MOMla 38MHTepecoRatp. 

ConepxaHHne J/pex.495  BbipakeHO HE B ΜΥΞΡΙΚΆΠΡΗΟ- 
TeOpeTHYECKOM TeKCTe, ἃ B KIaCCHQHKAUHH 3HAKOB H B OCOObIX 
Ta6nnuax. Tlostomy, MpHcTynas Καὶ OMHMCaHHW pyKONHCcH, A BbIHyX- 
neH ObI OTKa3aTbCA OT QOpMbI ἩΞΠΟΣΚΘΗΜΗ, MPHHATOHM BO Bcelt 
KHHre. TaK KaK B pyKOMHCH OTCYTCTByeT TeKCT KaK TaKOBOH, 
oTNala ἩΘΟΟΧΟΠΉΜΟΟΤΡ B ero ΠΥΘΠΜΚΆΙΜΜ, ἃ ΟΠΘΠΟΒΆΤΕΠΡΗΟ, H B 
KOMMe€HTapHsAX K HeMy. [lo 3THM NpHYHHAaM BHMMAaHHW YNTaTese 
npemiaraeTcA TOJbKO KpaTKOe OMHMCaHve UCTOUHHKa, COMpoBox- 
aeMoe W3JIOKEHMEM HEKOTOPbLIX COOO6paxkeHHH, BOZSHMKAIOWINX ΠΡῊ 
3HaKOMCTBe C eFo cOfepxKaHHeM (KOHEYHO, Mp YTeEHHH 3ΤΟΙῸ 
ΟΠΗΟΔΗΜΗ HYXKHO MOCTOAHHO HMeTb Mepex ΓΠΆΞΑΜΗ MpwHJiaraemple 
(boToKoNHM pyKonnce#n). 

ConepxaHve /pex.495 nogpa3fensetca Ha Be OCHOBHbIe y4acTH. 

Bropah U3 HMX (ππ.2-7 06.) NocBauleHa mepeywncneHnio 
cov¥eTaHHH 3HAKOB CpeAHEBH3aHTHHCKON HOTaWHH. MW 3necb ΠΟΥΤΗ 
Heib3a OO6HApyXKUTb HHYELO, ΤῸ ObIIO 6b HEH3BECTHO NO ΠΡΥΓΗΜ 
pyKonuvcaM c προϑεωρία. MbIl ΒΗΠΗΜ Te Xe OOBIYHbIC pa3zzenb: “Αἱ 
ἀναβαιννοῦσαι (sic) φωναῖ" WIK "Davai αἱ καταβέμουσας (sic)” u 
aHANOTHYHbIe. SaBepulaetcHh προϑεωρία H3BECTHBIMH "νηχίσματα 
(sic) τῶν ὀκτὼ ἤχων". EqWHCTBeHHbIM OTNHYHeEM H30KCHHA 
yye6Horo MaTepHayia 3STOM YaCTH PYKOMNVCH OT ΟΠΗΟΤΗΠΗΡΙΧ ABIA- 
eTca (hopMa MOMayW ΘΟΟΘΠΜΗΘΗΜΗ 3HAaKOB: KaxkMoe HX COYeTaHHe 
ΞΩΚΠΙΟΊΘΗΟ B ΚΡΥΓ MH HECKOJIbKO AHCTOB pyKONHCH ΠΡΕΠΟΤΆΒΠΣΙΟΤ 
co60H CepHlO ΤΆΚΗΧ KpaCHbIX KPyTOB, B KOTOPbIX HEBMbI WH WHdppl, 
YKa3bIBAIOLUMe KONMYeECTBO ΠΟΠΥΙΔΙΟΙΙΗΧΟΗ φωναί, ΗΔΠΜΗΟΔΗΒΙ 
YepHbIMHM ἹΘΡΗΜΠΆΜΜΗ. TakKOW KOHTpacT UBeTOB MW HeEOObIYHas Φορ- 
Ma W30KCHHA 3HAKOBbIX COCAHHECHHH NpH3BaHb! ObLIW ΠΡΗΜΒΠΕῚΡ 
BHHMaHve y4auHxch HW CNMOCOOCTBOBATb JIYYWIEMY 3aMOMHHaHHIo 
COonepxKMMOrO K@xKAOFO Kpyra (CM. COOTBeETCTBYIOUIMe penpoxyKuHH 
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B KOHU€ KHHIH; cTpaHHo, τὸ XK.-b. Tu6o0 ΗΜ cnopom He o6mon- 
BHJICA OO 3TOH OTNMYNTENbHOH OCOHCHHOCTH PyKOMMHCH). 

KoHEYHO, HAHOONbLUINK WHTepec MpelAcTaBineT MepBan yactb 
pykonucu (11.1 οὔ. - 2). HecmMotps” Ha CBOM CpaBHHTeJIbHO He6onb- 
UIHe pa3Mepbl, OHA cCOZepxXUT B cebe OYeHb BaXKHbIN MaTepyal, 
NO3HaBaTeJIbHOe 3HAYEHHE KOTOPOrO TpyQHO MepeoueHuTh, uO6o, 
Kak YE YKa3bIBAIOCh, 3160» H3NaralwoTcA ABe NaNeOBH3aHTHHcKue 
HOTHbie CHCTEMBI. 

BoT Ha¥ao NepBow 93 HUX (gato B Opdorpaduy pykonncr): 


“ Ἐρωτισί(ι)ς: Πόσοι τόνοι: "Bonpoc. CxonbKo [cyiuectBy- 
καὶ Tl, τόνος: καὶ TL ἡμήτονα- καὶ eT] TOHOB, 4YTO TakOe MOMYTOH ἡ 
πόσα πνεύματα; ΟΚΟΠΡΚΟ [6bIBaeT] AYXOB? 

᾿Απί(όκρισις)- Τόνοι μὲν οὖν Omeem. CyuiecrsyetT 15. το- 

ἐστὶν τς ' καὶ πν(εύματ)α- & ' - HOB, 4 πγχἃ Hu 5. ΠΟΠΥΤΟΗΟΒ. 

καὶ ἡμήτονα- ε ' καὶ τόνοι μὲν ToHaMy sBIAIOTCA ΟΠΟΑγΙΘΙΙΗΘ |5 
“we [3HaKOB]". 


οὖν ἐστὶν οὗτος: τε 


Jlaneee cnenyeT psi. H300paxeHH 3HaKOB WH MO KaxKJbIM 13 
HHX HaxXONHTCA ero NOpsAAKOBbIN HOMep, MOMOOHO TOMY, Kak B 
Gonee MO3HHUMX PYKOMMCHX, fa H BO BTOpOH YacTH AaHHol 
PYKOMNMCH, MOM OMHOK HeBMOH WIH MOR coYyeTaHHeM HEBM 
YKa3bIBaeTCA COOTBETCTBYlOLUece UHTepBanbHoe 3HAYeHHe B BHIEe 
Ἁμ0Π8 φωναί. 

HayepTaHHaA 3HAKOB ΠΆΗΒΙ 663 Ha3BaHHH. OgHako, ΟΥ̓ΠΗ ΠῸ 
ΒΟΟΜΥ, ΗΘ ΤΟΠΒΚΟ HX ἽΜΟΠοΟ, HO HM HX ΠΟΡΙΠΟΚ BO ΜΗΟΙῸΜ 
COOTBETCTBYIOT TOMY, ΚΟΤΟΡΒΙΠ yKa3aH DJIA TOHOB Β /pey.498 (n.5 
06., HaMOMHWO €FO: HCOH, OJHTOH, OKCHS, NeTacTH, anosepmMa, 
anocTpo@, ΒΆΡΗ, AHTHKeHOMA, MHacMa, KaTaBacMa, CHCMa, Mapa- 
KwiecMa). COMHEHHS BbI3bIBAIOT TONbKO HavepTaHHA ΠΉΤΗ 3HAKOB, 
M300paxeHHbIX Mom HoMepamu 8, 11, 13, 14 u 15. Ognako 
ΡΥΚΟΠΗΟΡ, KOTOpyloO MbI ceHyYac paccMaTpHBaeM, MOXe€T MOMOUb 
yCTaHOBHTb ΜΟΤΜΗΥ. 

leno B TOM, 4YTO BTOpOH ΚΩΑΤΆΠΟΙ 3HaKOB COMeEpXUT MX H30Opa- 
X2KCHMA BMeCcTe C HAa3BAHHSIMM. Kpome Toro, B OOONX Nepe4Ncle- 
HHAX HAaXOAKTCA MHOrO ΟΟἸΠΗΧ 3HaKOB. ΒΠΑΓΟΠΆΡΗ 3TOMY BTOPOMY 
KaTanory MOKHO YTOYHHTb HEKOTOpbie HEBMbI MepBoro ΟΠΜμΜΟΚΏ, re 
OHH JaHbl TONbKO C NOPSAKOBbIMH ὩΜΟΠΆΜΜ. 

3HaK MepBoro KaTajlora ΠΟΙ͂ HOMepom 8, cormacHo nepeynNcie- 
ΗΜ [peu.498 w OpyrMx HCTOYHHKOB (CM.KOMMeHTapHii 44 Kk ἴρει. 
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498), NoJKeH O6bITb AHTHKEHOMOM. OaHaKO ἨΔΧΟΠΒΙΠΆΠΟΣ Ha 3TOM 
ΚΘ JIHCTe pyKonNcH, Ha cTpokKe 15, HeBMa C MOAMHCaHHbIM ΠΟΙ͂ 
HeH Ha3BaHHeM ἀντικένωμαν HMeeT Gosee ΟΟΤΡΒΙΪ yron ΠΡΗ conei- 
CTBHH JBYX JMHHH “¥7, “EM 3HAK TOM HOMepoM 8 “72. Kpome 
TOrO, ΟΥ̓ΙΗΘΟΤΒΥΘΤ ellie OHO AOKa3aTeIbCTBO TOTO, ΤΟ MO HOME- 
poM 8 HaxogMTca He aHTHKEeHOMa. Jies0 B TOM, 4TO rpylifia HeEBM, B 
KOTOpy}0 BXOQMT 93TOT 3HaK, - τόνοι. BmMecTe c TeM B rpynne 
ἡμίτονα ΠΟΙ͂ HOMepoM 4 HaxogHTca 3Hak (cTpoka 11), mMonHOCTbIO 
COOTBETCTBYIOLUHH H306paxkeHHb ΤΟΙῸ, KOTOPbIM HMeeT Nog cobon 
NOANHCh ἀντικένωμαν: 3Π60}» TOT KE CaMbIi OCTpbIii yron MexIy 
JIBYMA OCHOBHbIMH JIMHHAMMH ero HayepTaHnsa. Ho Tak Kak OJHWH H 
TOT K€ 3HaK HE MOXe€T OJHOBPeMeEHHO ΒΧΟΠΗΤΡ Η ΒΕ τόνοι, ἢ B 
ἡμίτονα, TO, MPMHHMas BO BHHMA@HMe ykKa3aHHOe pacxoxXJeHHe B 
rpa@uke, HYKHO 3aKJIIOUNTb, YTO NOX HOMepoM 8 HaxOAHNTcA He 
AHTHKEHOMA, ἃ KaKOH-TO Apyrok 3HaK, Ha3BaHHe KOTOpOroO ycTaHo- 
BHTb ceMyac HE MpeCcTaBNAeTCA BOS3MOXHBIM. 

3HaK Nod HOMepoM 11 HeCKONbKO OTNNYAeETCAH OT U3BECTHBIX 
@opM aHacTaMbl, xoTa XK.-b. Tu6o onpegensieT ero Kak aHacTamy. 
B wu300paxkeHHe aHacTaMbl BCerga BXOAAT ΠΗΠΠῊ 4 M MeTacTH @5 
(AHOTa Κα HHM AObaBNseTcA anocTpod@ W ABOMHad KEHAMMa, cM.: 
Floros C.Neumenkunde...201). B Hamenh pyxonucu nog HOMepom 
1] HaxXORHTCA 3HaK, COCTOALMIMM 93 MeTacTH MW ABYX NapasVIeNbHbIXx 


yepTOYeK, NOQOOHBIX ΠΗΠΠΗ, HO HMEIOUINX HaKJIOH B CTOpOHYy \. 


MpOTHBONONOXKHYW TON, KOTOpad xXapakTepHa o19 ἈΗΠΠΗ. Moxet 
OLITb, Nlepeq ΗΔΜΗ elle ONHA HesaperncTpHpoBaHHaA pa3sHoBHa- 
HOCTb aHacTaMbI? OgHakKo 93TOT BoMmpoc TpeO6yeT ΠΑΠΡΗΘἤΠΙΘΙΟ 
u3y4eHHa. [loka xe OCTAHOBHMCH Ha TOM, 4TO HEBMa MO HOMepoM 
11 nOcTaTOUHO 671M3Ka K aHAacTaMe NO CBOeMy HavepTaHH. 

3HakK NOX HOMepoM 13 HHYeM He ΠΟΧΟᾺΚ Ha H3BECTHble ΦΟΡΜΒΙ 
KaTaBacMb! (cM.:Floros C.Neumenkunde... 240), KoTopaa, cormacHo 
ΠΕΡΘΎΜΟΠΘΗΜΙΟ APyYrHxX pykKonyvceH, ΠΟΠΚΗΔ 3160» HAXOJHTbCS. 
OnHako anbHenulee 3HaKOMCcTBO ὁ /pey.495 NOKaXKeT, TO 9ΤῸΤ 
3HaK WMMeHTHYeH MpeAcTaBNeHHOH B CAaMOM HaYaye 31.2 OMMCcbIBa- 
emo ΡΥΚΟΠΜΟΗ (KoHeu | WH Hayao 2 CTpoK) HEBMe C HHTeEPecHbIM 
HagBaHHeM: δύο κ(α)τ(α)βάσμ(α)τα δεξιὸν καὶ dpiotépov (Be 


22] 


KaTaBacMbl, mpaBast’ wv Π6Β45)". ΠΡΟΜ Ha nepBol cTpoke, mic 
H306paxKeHa MpaBasl KaTaBaCMa, ΡΞΠΟΜ C OCHOBHOH ΦοΡρ μοῦ 3Haka, 
noxoxeH Ha 3IUIMNTHYeCKyIO NMONYOKPyXKHOCTb, y ΚΟΤΟΡΟΙ͂ Ha 
HYDKHEM "“OOppiBe” MOABAAeTCA HEYTO NOXoXKee ΗΔ HEBMY ΠΟΡΡΟΗ 


CG , Ὁ JEBOH CTOPOHb] cTONT O603HaYeHHe [Γ. Y NeBow KaTaBacMbi, 


H300paxKeHHOH ΗΔ BTOPOH cTpoKe, 9TO ObO3HAYeHHe OTCTYCTBYET. 
Tak BOT, 3HaK Mom HOMepom 13 Ha π.Ϊ 06. ΠΟΥΤΗ ΠΟΠΗΟΟΤΡῸ 
MopTopseT HavepTaHHe, 3aneyaTIeHHoe Ha | cTpoke 1.2, JIMILLIb Ὁ 
He6OJIbUIHM OOaBIeHHeM B  BepXHeH BHYTpeHHeH YactTH 
MoNyOKpyXXKHOCTH B BHJe€ OYCHb MAaJICHbKOTO BONHOOOpAaSHOTO 
iUTpHxa. ΟΠΗΩΚΟ, HECMOTps Ha TaKylO He3HAYHTeJIbHY!O Pa3HHLy, 
MOXHO O6bITb COBEplIeHHO YBepeHHbIM, 4TO Ha J.1 οὔ. πο 
HOMepoM 13 HaxOQHTCA KaTaBacMa. 

3HaK Mol HOMEpoM 14 OYeEHb MaleK OT TPpaHUWHOHHbIX 
H306paxeHHi cHcCMbI (cM.: Floros C.Neumenkunde...218), a 
cylenyloluHH 38 HHM He MMeeT HHYero obllero Cc NapakaJIeEcMoH 
(cm.: Ibid., 256). TlocnegaHuii B TOYHOCTH NoOBTOpHeT ΦΟΡΜΥ 
J\peBHeH AH&8TPHXHCMBI, COCTOAMWeEH U3 DBYX ἈΠΟΟΤΡΟΦΟΒ, OKCHH ἡ 
ΠΒΥΧ KeHoMM (cM., Ibid., 216). Tlostomy 3HakK ΠΟΙ͂ HOMepom 15 
MOXHO C ΠΟΠΉΒΙΜ OCHOBaHHe ONMpeseIIMTb KaK ἀνατρίχισμα (06 
39TOM ΠΗΟΔΠ HW XK.-b.Tu6o). 

TakoBbI pa3HOUTeHHA B rpynne TOHOB B /pey.495 B cpaBHEHHH ὁ 
ΔΗΔΠΟΓΜΊΗΒΙΜΗ COOOMWEHHAMH APYIMX HCTOUHHKOB. 

B rpymne 6 asyxoB J/pex.595 Boe 3HaKH Kak  O6yJT0 
COOTBETCTBYIOT H3BECTHOMY HaM fepeywHio (HNCHIOH, XaMWIH, 
ΞΠΆΦΡΟΗ, KeHaHMa; cM./peu.498, Hayano 1.6). [I[papaa, HeKoTopas 
HeEYBEpeHHOCTbh NOSIBIAeTCA ΠΡῊ ΒΞΓΠΉΠΘ Ha NepBylo KEBMY 93TOH 
rpynnb! B /pex.995: nepemucuvk, H306paxkad KeHZHMYy, HanmHcal 
TOUKy H - ABHO MO HeOcTOpOXHOCTH - ΠΟΘΆΒΗΠ CHH3y HeEGOJIbUIOH 
ΠΙΤΡΗΧ C ΠΟΒΟΡΟΤΟΜ BNpaso. B pe3ynbTaTe NONYYHNOCh HeuTo 


5. ΑΦΟΗΟΚΟΙ͂ ΡΥΚΟΠΜΟΜ X*pexa -Codex Lavra [. 67 - Ha 6 οτροκὲ ποτὰ 159 


MMeeTCa 3HQK C ΠΟΧΟΣΚΗΜ Ha3BaHHeM σταυρὸς ἀπὸ δεξιᾶς. gh. Cxkopee scero, 


Takoe Ha3BaHHe CBA3aHO  ΓραΦμιθοκοῦ cbopMow HeBMbI, Te cmpaBa (ἀπὸ 
δεξιᾶς) COENMHEHbI ΓΟΡΜΞΟΗΤΆΠΒΗΔΗ WH ΒΕΡΤΗΚΆΠΡΗΔΗ ΠΜΉΜΜ Kpecta ( σταυρός ). 
Tlogpo6Hee 06 3TomM 3Hake cM.: Tillyard H.J.W.Fragment of a Byzantine Musical 
Handbook in the Monastery of Lavra on Mt.Athos//Annual of the British School at 
Athens 19, 1912-13, 113; Palikarova Verdeilt R. La musique Byzantine ... 117; Haas 
M. Op. cit., 2.93; Floros C.Neumenkunde ... 274. 
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EVE” Ἂν 


ΒΡΟΙΘ ΞΆΠΗΤΟ, ΠΟΒΟΡΗΥΤΟΡ B MpOTHBONONOXHYHO CTOPOHy OT 
o6blyHOH. OaHaKoO, HECMOTpA Ha 3TO, MOKHO CMEJIO YIBEPXKaTh, 
ΠῸ 3Π605 BC€-TakKH H300paxeHa KEHAHMa. 

ἯΤΟ xe KacaeTcH Myxa MOM HOMepOoM 2, TO 3TO, KOHCYHO, 
uNCWIM, HECMOTPH Ha TO, 4TO 66 TOPH30HTAIbHaA YepTa HECKONbKO 


yamuHeHa (_/ ) No cpaBHeHHW c TpaqMuvOHHO HopMoii (/ ). Ho 


Ha J.2 ΜΒΙ BCTpeyYaeM KaK OObIUHYyW MNCHIM (cTpoKa 2), TaK HU 
aHVIOFHYHYIO TOM, KOTOpad HaxogutTcaA Ha 4.1 06. B rpynne 
πνεύματα (CM. 31.2, cTpoka 8). 

OcoObli HHTepec MpeAcTapiaeT rpynnma ἡμίτονα (Ha 1.1 οὔ. 
ctpoka 11). B ΟΥ̓ΠΜῚΜΘ OT BCeX M3BeECTHbIX COObiuLeHHH (CM.KOM- 
ΜΟΗΤΑΡΜΗ͂ 46 K [pe4.498) 3necb B Hee BKIIOYeHbI KlacMa, ΞΠΆΦΡΟΗ, 
KypucmMa, @Topa, aHTHKeHOMa HW Tema. Bce HaYepTaHHA 3HaKOB 
3TOH ΓΡΥΠΠΡῚ YETKM HW He BbIZbIBAIOT COMHEHHH. 

ΤΆΚΗΜ o6pa30M, KiaccH@HKauWA 3HaKOB, 3apHKCHPpOBaHHX Ha 
1.1 06. [peu.495 (ycnopHo - Horauua A), MoxeT 6biTb npeg- 
cTawleHa B TaKOM ΒΗΠῸ (2a10 ΗΔΗΜΘΗΟΒΔΗΜΗ 3HaAKOB Β ΟΒΙΠ6- 
MpHHATOH Oporpaduy, a He no [peu.495): 

Tovot 

Ι ἶσον 
2.ὀλίγον 
3.ὀξεῖα 

4 πετασϑή 
5.ἀπόδερμα 
6. ἀπόστροφος 
7 βαρεῖα 

9 κράτημα 
10.διπλῆ 

11.- 

12.σεῖσμα 

13. καταβάσματα 
14.- 
15.ἀνατρίχισμα 
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Πνεύματα 
Ι. κέντημα 
2.ψηλή 
3. ἐλαφρόν 
4 χαμηλή 

Ἡμίτονα 

Ιικλάσμα ἐλαφρόν 
2.κούφισμα 
3. φϑορά 
4 ἀντικένωμα 
5.ϑέμα 


Jlanee, co οτροκὴ 12 4.1 06. HayMHaeTcaA Μ3ΠΟΣΚΘΗΜΘ ΠρΡΥΓΙΟΐ 
ΚΠΔΟΟΗΦΗΚΆΙΜΗ 3HAaKOB MasleOBH3aHTHHcKOH HoTalMH. Ha em 
OCHOBbIBaeTCA TaKoe yTBepxXTeHHe? 

ΠΡΗ nepBomM 3HaKOMCTBE c cppa30i "καὶ τόνοι μὲν οὖν ἐστὶν Kd", 
ΗΔΥΜΗΔΙΟΙΠΘἢῊ HOBbIM pa3es1, ΜΟΣΚΘΤ BOSHHKHYTb ΜΒΙΟΠΡ, ἯΤΟ B HEH 
cofepxHTca oumm6Ka. Ecnu uHdpa BepHa, To 4eM Tora OObACHHT 
MepeytWcneHHe Ha JLI.1 οὖ. - 2 He 24, a δΟΠΡΙΠΟΙῸ KONMUECTBA 
3HaKoB. Beqb MmocneqHHe “Be HeBMbI (κατάβασμαν HM ἕτερον 
wipnotov [κατάβασμαν]) ΠΡΕΒΒΙΠΙΆΙΟΤ yka3aHHoe μόπο. Ecru 
KS ‘oumMOKa ΠΟΡΟΠΜΟΥΜΚΩ, TO MOXHO MpesznonaraTb, ἯΤΟ 3160» 
ΠΟΧΗΔ CTOATh UNdpa 1 ' (61H3Kaa K ts ‘Horaunun A). Tora 
KaTaior HOBOH rpyNMbl τόνοι AOJDKEH 3aBeplUHTbcA Ha Π.] 06., me 
Kak pa3 4 OKaHYMBaeTcCA MepeuncneHHe 14 HeBM. Ἧτο 6 B TaKOM 
cnyyae ΠΡΟΠΟΤΆΒΠΉΙΟΤ coboH 12 HeBM, MpHBexeHHbIX B BepXHel 
yacTH 11.2? 

OaHako BCe COMHCHHA OHOCHTEIbHO kd ᾿ pacceHBaloTCA Mocie 
O3HaKOMJIEHHA C COMepKaHHeM OAMHHALWaTH BEPXHHX CTpOK 11.2. 
CTaHOBHTcA ACHO, 4YTO NepeyeHb 3HAKOB, YKa3aHHbIX Ha 1.1 οὔ. 
mocne dpa3bi “καὶ τόνοι μὲν οὖν ἐστὶν «d' “ HW Ha MepBbix 
ONMHHagwaTH cTpokax 41.2, saBaaetca o6<mnmM. JleicTBHTeJIbHO, 
mocile H30KeHHA Ha3BaHHH WM HayepTaHHH 26 HeEBM B PYKOIMIHCH 
ὙΤΒΕΡΚΠΔΘΤΟΗ, 4TO cpeqH HHX HAaXOMHTCA TONbKO 7 3BY4ALIKX 
3HAKOB (kai ἀπὸ τούτων εἰσὶν ἔμφωνα C'), a ocTatbHbIe 17 - 
σύμφωνα OK.-5.TH60 owM604HO NPHHAT ἔμφωνα HW σύμφωνα 38 
HOBY1O, TpeTbIO CHCTEMY 3HAKOB). 

Mtak, nonyyaetca, uTo wndpa «6 ', 3anBIeHHaA B Hayate 
MepeiHaA BTOpOH ΓΡΥΠΠΕῚ τόνοι, BepHa. CyleqoBaTeIbHO, KaKHe-TO 
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ABA “ΠΗΙΠΗΜΧ᾽ 3Haka (TaK KaK BCero Hx - 26) nonanmM ΟΙΟΠΏ ΠΟ 
H€Opa3yMeHHMW ΜΠῊ MO KAKOH-TO HeEH3BeCTHOHM HaM Πρμάμης (XK.- 
6.Tu60 Hac4uMTbIBaN 34eCb 27 3HaKOB, TaK KaK δύο καταβάσματα 
δεξιὸν καὶ ἀριστερόν OH PACCMATPHBA ΚἈΚ DBA pasiHYHBIX 3HaKa). 

CyMMHpyd ἔμφωνα HW σύμφωνα, MOXHO MOMYYHTb KaK pa3 Te 24 
3HaKa, KOTOpble MW cocTapnalTr Hotraunw 6b (6ynemM ycnoBHO ee 
Ha3bIBaTb Tak). 

Bmecte c TeM, B pe3ybTaTe 3HAKOMCTBA C KaTaoroM 26 HeBM, a 
NOTOM - C 7 ἔμφωνα WH 17 σύμφωνα o6HApyKHBAIOTCH He TOKO 
“THWHHe" 3HaKH, Haxogsiuinveca cpeau 26. OnHOBpeMeHHO C HHMH 
HETpy2HO YCT@HOBHTb H ἭΟΒΒΙΟΘ᾽ HeBMbI, OKa3aBLUIMecd cpeqy 
ἔμφωνα Η σύμφωνα, OTCYTBYIOWUHe B KaTanore 26. 

B caMoM πόπο, Cpeqv Eupova WH σύμφωνα NO KAaKOM-TO NpHynHe 
HE ΟΚΩΞΏΠΟΟΡ πελαστόν, O6CHX παρακλητικά, a TAKKE κατάβασμαν 
Η ἕτερον wipnotov [κατάβασμαν], 3aMBIeHHBIX cpequ 26 3HaKoB. 
O630p xe ΗΔ ἸΘΡΤΩΗΜΠ σύμφωνα NOKA3sbIBAeT, YTO B KaTaNore 26 He 
ObLIH YNOMSAHYTbI TPH HCBMbI, NPHBOAAUIMecsH B ITOM rpynne nov 


HoMepaMH 12, 16 μ 17. 


3HaK NOM HOMepomM 12 w HaNOMHHaeT aApXaHYHYKO τίναγμα 


(cM.: Palikarova Verdet!l R. La musique Byzantine... 118; Floros 
C.Neumenkunde... 235; xoTa 2K.-b.Tu60 noyemy-To ΟὙΜΤΏΠ, 4TO 
9TO NapakNMTHKa). 3HaK Noa HOMepom 16 a6conWTHO WIeHTHYeH 
No3qHeH ὑπορροή, M3BecCTHOH HW B MateoBu3saHTHHcKUx cbopmax 
HOTHOTO MHcbMa (cM.Floros C. Neumenkunde... 146 ). Uto xe 
KacaeTcH 3HaKa Mo HOMepoM 17, To 93TO KaKOoe-TO CNOxHOe 
o6pa30BaHHe,. COCTOSILUCe H3 ΧΟΡΟΙΠῸ H3BeECTHbIX HeEBM. OHaKo 
CaMO Ha3BaHHe 3TOFO 3HAKA OCTaeETCH 3ΩΓΑΠΟΊΗΒΙΜ. 

Pe3ybTaTbl MpOBCEHHOTO aHaIH34 MOXHO CBeECTH B ΟΠῊΥ 
TAaGIHUY, ΒΚΠΙΟῚΤΔΙΟΙΙΥΟ B Ce6a ABE ΓΡΥΠΠΡΙῚ 3HaKOB: ΟΠΗΥ - τόνοι ἡ 
Apyryo - ἔμφωνα Ww σύμφωνα. Jia yqo6cTBa o630pa 4 Baio MX Nog 
TeMH %e HOMepaMH, NOW KOTOPbIMH OHH 3a:PHKCHPOBAHbI B 
pyKkoruicn. ΠΡ ΘΜ ΟΠΗΟΗΜΘΗΗΡΙΘ 3HAKM pacnonarawrcs! HAaNpoTHB 
apyr pyra, ἃ OTMeCNbHO BBIHOCSTcH ᾿ΠΜΗΙΗΜμΟ HH “HOBbIc" 
(opcdorpadusl 30€Cb TakKe HE pyKOMHCHas, a ΝΗΜΦΗΠΗΡΟΒΑΗΗΔ5): 
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15 35κ83 w 2443, 


Horaunst b 


Tovot 2. ὀλίγον ἔμφωνα I. ὀλίγον 
3. ὀξεῖα 2. ὀξεῖα 
24. κεντημα 3. κέντημα 
17. ὑψηλή 4. ὑψηλὴ 
22. ἀπόστροφος 5, ἀπόστροφος 
6. ἐλαφρόν 6. ἐλαφρόν 
9. χαμηλή 7. χαμηλή 
I. ἶσον σύμφωνα Ι. ἴσον 
4. βαρεῖα 2. βαρεῖα 
5. φϑορὰ 3. φϑορά 
7. ἀπόδερμα 4. ἀπόδερμα 
8. ἀντικένωμα 5, ἀντικένωμα 
Ι0. κλάσμα ξυρόν 6. κλάσμα ξυρόν 
11. κλάσμα ἐλαφρὸν 7. κλάσμα ἐλαφρόν 
[2. κράτημα 8. κράτημα 
13. σεῖσμα 9. σεῖσμα 
14. διπλῆ ' 10. διπλῆ 
15. δύο καταβάσματα 1. δύο καταβάσματά 
(δεξιὸν καὶ (δεξιὸν καὶ 
ἀριστερον) ἀριστερόν) 
19. κούφισμα 13. κούφισμα 
20. θέμα 14. ϑέμα 
18. κύλισμα 15. κύλισμα 
“numine” 15. πελαστόν "HoBbie” [2. τίναγμα 
21. πετασϑή 16. ὑπορροή 
23. παρακλητική 17. - 


25. κατάβασμα 
26. ἕτερον ψηφιστόν 
κατάβασμα 


ΜτΤαΚ, ΜΡΙ ΠΟΠΥῚΜΠΗ KnaccHgmukaunio Hotauun b. besycnosxHo, 
B Y¥€M-TO HallH CBeMeHHH O HEH HeOCTATOUHbI, a B YeEM-TO 
medexTHBI. Ipocrewias NOrMKa NMOACKa3bIBaeT, YTO CYMMa ἔμφωνα 
H σύμφωνα MOMKHA AaBaTb OGulee KOMMYECTBO τόνοι. B ΗΔΠΙΟΜ Xe 
pacnopsdKeHHH B ABYX KONOHKaXx cogzepxuTcsH 21 οὔμπμῇ 3Hak. Ho 
Cpeah τόνοι 4 3HaKa OKa3aiHcb “JIMLUHHMH" (6yaeM CYHTATb, ΤῸ 
HCBMa MO HOMepoM 26 - ἕτερον... - ABANCTCH pasHOBHJHOCTb 


226 


of FT ᾧΦ 


TOrO, KOTOPbIH CTOHT MOM HOMeEpoM 25, NogOOHO ToMy, Κικ 
CYLUCCTBYIOT ABE παρακλητικὰ H OBa κυλισματά). 3aTO B rpynne 
σύμφωνα NOABHJINCh TPH “HOBbIX" 3HaKA, He O6DSIBACHHbIX ΠΡΗῊ 
nepewHCJICHHH BCeX 3HAKOB HOTALLHH CpeaH τόνοι. 

JJaeT ΠῊ H&M UTO-1H60 OG6HApyKCHHe 3THX “THWHHX" ἢ "HOBbIX" 
3HaKOB? Cefyac 3s! He Oepycbh OTBETHTb Ha 3TOT BONpoc. HyxHO 
ἨΆΔΠΘΉΤΒΟΣΙ, ἯΤΟ B OYMYUWICM Cro CMbIC] NpoOsicCHHTCs!. 

ITpeactaBisieTcs, ἯΤΟ B HACTOSLICe BPCMS BaKHCe ΠΟΠΥΊΗΤΡ OT- 
BeT Ha ApyroW BONpoc: ACHCTBHTENLHO JH O6a KaTwWora τόνοι, H3- 
NOKeHHbIe B /pex.495, ABASIOTCS Pa3sHbIMH HOTOrpacdHiecKHMH 
CHCT€MaMH ΠΗ 3TO OZHO Oblce OG6pa30BaHHe? 

Ec, ΟΠΡΏΒΟΠΠΗΒΟ NocnedqHee AONyWeHHe, TO HYXKHO CHYHTATD, 
ΤΟ ONHCbIBACMAH B PYKOMHCH CHCTEMA CODCpKHT HCCKONDKO 
pazTIMYHbIX YpOBHeH AHd*PepeHUNAUHH 3HAKOB, Mp KOTOpoOil 
HEBMbI, NOAPASACAMOUIHeCs HA TPH KaTerOpHh (τόνοι, πνεύματα, 
ἡμίτονα), ΜΟΓΥΤ B TOXe CcaMOoe BPeMs COCTABIITD HM OBC Apyriic 
CAMOCTOSITCJIbHbIe Tpynnbl (ἔμφωνα H σύμφωνα). B nonb3y TaKoro 
MpeLNONOXKCHHS! FOROPHT, Kak GyATO, TO OGCTOSITCALCTBO, Τὸ NpH 
O60HX Me€peYHCCHHSX τόνοι OOLABISICTCH O HiLINNHH OAHHAKOBOrO 
ὩΜΟΠῺ 3HaAKOB - 24 (ΘΠ, KOHC4YHO, HC YYHTbIBATD OCTAKWLHCCH 
ΠΟΚΩ 38PAQO4HbIMH UIs! HAC BCSKHC “HUWIHHe" H "HOBbIC" 3HAKH, 
OKa3aBLUHeCs BO ΒΤΟΡΟΪ rpynne τόνοι). OnHaKo NPpOTHB Takoro 
MpeANONOKEHHS! CBHACTCJIBCTByYCT, Npexae BCCTO, YKC YKA3bIBAB- 
WaANKCH CHOKHOCTh ACHCTBHS! THNOTCTHNECKOH COCAHHCHHOH CHCTC- 
Mb] HotauHh A u Bb. Beab npakTHNecKH HCBO3MOXHO OCO3HATb 
HHMHBHAYYWIbHOCTh (PyHKUHH OAHHX H Tex Κα 3H2KOB, C OHO} 
CTOPOHbI, K&K πνεύματα H Apitova, a c Apyroii -KAK Eppoava i 
σύμφωνα. 

Kpome Toro, ΠΡΟΤῊΒ ΟΒΟΠΟΗΜΉ Horaunn A Hb B ecaHHyK 
CHCTeEMYy TOBOPHT HW HHOH ApryMcHT, BbITCKAIOLUHN HCNOCpeAcCTBCH- 
HO H3 MaTepHiwia με". 495. ΠΡῊ ux copmeweHHH “pasHoracnss" 
MexJY HAMM OKA3bIBAIOTCH CLUC OObDLUMMH, YCM MOXKAY pa3sM4HBI- 
ΜΗ ΓΡΥΠΠΏΜΗ 3HaKOB B OZHOK HOTAUHH Bb. Tak, BHe COeAHHCHHO!I 
CHCTeMbI OKa3biBaeTcH 4 3HaKa H3 Hotaunn A ( ἀνατρίχισμα H TpH 
HeEBbIACHEHHbI€ HEBMbi NOA HOMepaMH 8, |1 H 14) H ὃ sHakoB 13 
Horauwn B ( κλάσμα Evpov, κύλισμα, πελαστόν, παρακλετική, 
κατάβασμα, τίναγμα, ὑπορροή Η OCTABLUMTICH 3araAQOUHbIM 3HAK H3 
ΓΡΥΤ ΠΡ σύμφωνα ΠΟΙ͂ HOMepoM [7). 


15᾽ ΟΝ 


ie. = ee 


KoOHeEYHO, OYCHb CcoOmMa3HHTeIbHO HaHTH CNOCOO COBMCLUCHHSI 
Hotaunh A u b H TeM CaMbIM NOJYIHTb eCOH H He CTOND 
ΠΟΠΓΟΣΚΠΔΗΗΡΙΪ KHOU K pasryiKe BceH MANeCOBH3aHTHHCKOH CHCTeMb! 
HOTHOTO MHCbMa, TO, BO BCSIKOM CJly4ac, 3HAYHTCAbHO NPHONH3HTLCS Κα 
9TOH 3aBeTHOH uUemH. Ho Takasl ONCpaLHs| HCBO3MOXKH2 He TOJIDKO Η1- 
3a HECOBMeECTHMOCTH OGeHxX HOTALHH. Cyas No BeeMy, CTpeMJICHHC BO 
4uTO 6bI TO HH CTMIO CIMTb HX B CAHHOC Licnoe ΠΡΟΤΗΒΟΡΟΊΗΤ 
CYLUCCTBOBAHHIO ΠΏΒΗΟ H3BCCTHDIX pa3HOBHAHOCTeH MawICOBH3aH- 
THHcKoro HOTHOrO MHCbMa (cM., HanpuMep: Tylliard ΗΚ, The 
Problem of Byzantine Neumes// The Joumal of Hellenic Studies 
41,1921, 31; idem. Byzantine Neumes: The Coislin Notation// BZ 37, 
1937, 345 - 358; idem. The Stages of the Early Byzantine Musical 
Notation// Ibid., 45, 1952, 29-42; Raasted J. A Primitive Peleobyzantine 
Notation // Classica et Mediaevalia 23, 1962, 302-310 HM apyriic). 
JleHcTBHTeJIbHO, BCe, YTO HayKe celiac H3BCCTHO NO 9710} NpoObnenc, 
FOBOpHT O6 OTCYTCTBHH eCAHHOH NAICOBM3AHTHHCKOH CHCTCMbI Η ὁ 
pacnpocTpaHeHHH pa3pO3HCHHbIX (popM HoTorpacdbHH, Ooee μΜπῊ 
MeHEC OTIMYAIOLWUMXCSs! ΠΡΥΤ OT Apyra. 

Matepnat /pex.495 eile pa3 NosTBepxkAAcT 9TO, NpeAcTABII B 
pacnopspkeHue yuUaLlWxcs Be B YeM-TO CXOMHbIC, ἃ B YeM-TO 
pasMYuHble K1accH(pMKAUHH 3HAKOB. HyxkHO ΠρΡΟΠΠΟΠΏΓΩΤΡ, YTO 3TO 
ObUIO CHEIAHO CO3HATEJIbHO HW C ONpeACJICHHOH UCIbW: DaTb B PYKH 
YYalUHMCs! CBCOCHHS! XOTA ObI O ABYX NWICOBH3SQHTHHCKHX CHCTeMaX 
HOTAUHH, KOTOPbIe ΜΟΓΠῊ BCTpeTHTLCH B HX NpAKTHYCCKOH ΠΟΞΤΟΠΡ- 
HocTH. MW He 6cga, YTO HALA PYKONHCh CO3MABURAICL yxKe TOMMa, KONA 
MO BH3QHTHHCKOMY MHpy Hauavia cBoe nobeaHoe WecTBHe CpesHe- 
BH3aHTHHCKaAS HOTAWHS. Bo-nepBbix, ΒΡΉΠ ΠῊ My3bIKaHTbI XIE pexa 
3HUIH, UYTO HOBO€ HOTHOC MHCbMO BbITCCHHT Te pa3HOBILAHOCTH 
ἨΟΤΆΠΜΗ, KOTOPbIMH OHH NOAL3OBUIHCh Mpexse (KK H3BCCTHO, TaKHC 
KapAHHWIbHble sIBICHHS! OCO3HQIOTCH ΠΗῚΠΡ NO NPpOWecCTBHH 3HaUH- 
TeJIbHOTO MCTOpHecKoro NepHowa). Bo-Bropbix, Nepemucunk fpeyu.495 
3QHMCTBOBA MaTepHiwl MIs) CBOoeH pyKOMHCH 93 KaKOrO-TO OGoniec 
paHHero HCTOUHHKA. B-TpeThHx, cTHXHpapb HepoMoHaXa Heodputa Η3 
J{aMacKa JOJDKCH ObLI ΟΟΠΟΡΣΚΩΤΡ MCCHONCHHS!, HRIOKCHHbIE He 
ΤΟΠΡΚΟ B HoTauysix A uv b, Ho H, KOHEYHO Xe, B CpCMHCBH3aHTHHMCKolt 
HOTaUHH. B npoTHBHOM cayyae He GbLIO NpaKTHYeCCKOFO CMBICIa 
PaSbsICHSITh B προϑεωρία BCC TPH CHCTEMBI - ABe CTApbIe H HOBYW. 

besycnoBHo, /peu.495 coxepxXuT B ceGe TaliHbI H W3YYCHHe 3TOit 
PYKOMHCH ΠΟΙΏΚΗΟ NpOAOMKATLesI. 
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Chapter IV. 


A Fragment of "The Sticherarion of Neophite, 


Hieromonachos from Damascus" 


(Greek 495) 


Working with the fragment from Greek 498which dealt with 
Palaeo- Byzantine notation, I got an idea to familiarize readers with 
another manuscript from the collection of Porphyry Uspensky, as its 
contents are closely connected with the same problem. 


This enigmatic manuscript does not seem to have interested 
musicologists and has never been seriously studied.But this manu- 
script contains information which is certain to be of great interest to 
those who are anxious to solve the enigma of Palaco- Byzantine 


notation. 

This does not mean, though, that the manuscript can answer the 
all numerous questions which arise in studying Palaeo- Byzantine 
notation. Quite the opposite is the case. It increases the number of 
questions which have no answer. And, at the same time,there is 
hardly anyone who will dispute the statement that the more sources 
(even the hitherto “silent” ones) one includes in his research, the 
more successfully the fortress of Palaeo-Byzantine notation can be 


“assaulted”. 


The manuscript to be considered here is one with ἃ pressmark 
Greek 495 (the photocopies of its folios follow Greek 498). 
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[.A.Bytchkov and V.K.Ernstedt dated it from the XYIth-XYIIth 
centuries!. V.Beneshevich,who gave a brief description of this 
manuscript? in his book and even published a photocopy of fol.1v°. 
there,gave no information as to the date of its ongin. J.-B. Thibaut is 
the only musicologist who dated it the XVth century in his brief 
description of π΄. He made several remarks, concerning the contents 
of the manuscript (the most significant of them will be considered 
later in this book).But the standard of knowledge of Byzantine 
notation was rather low in his days. Therefore he failed to notice 
some important evidence in the manuscript and correctly estimate its 
worth. All this allows me to claim that Greek 495 has never been an 
object of musicologists' careful study. 

The manuscript consists of 4 folios of 255 x 165 each. The first 
folio is blank, and on the top of fol. lv. there is a record in pencil: 


"The Sticherarion of Neophyte, a Hieromonachos from Damascus”. 


At the bottom of the folio it is added : 


“Sinai. Year unknown”. 


On the last folio (fol.7v.) an almost washedout record in Arabic is 
found. 

The quality of the paper, almost void of any water-marks, and the 
scribe's handwriting indicate that Greek 495 had been written not 
later than the second half of the XIII century. So all above- 
mentioned oppinions, which date the manuscript from a Jater time, 
seem doubtful. This can be proved by the contents of the source 
which deals with musical theory and can be defined as a junction of 
two different notations on the folios of one προϑεωρία: Palaeo- 
Byzantine and Middle Byzantine. This kind of junction would have 
been impossible in later periods. There are some manuscripts of the 
XYIth-XYIIth centuries which are known to contain some scanty 


1 Omer Mmnepatopcxon HyQinunoh 6uGIMOTeKM 3a 1883 roa. CaHKT-Ilerep6ypr 
1885, 161,N 106. 

Benewesuy B. OnucaHve mpevyeckux pykonuceH MOHacTbips Castow ExaTepwupi Ha 
Cunae.T.1, 631-632,N 302. 

3 1014..155. 

4. Thibaut. Monuments...,133. However,in that edition the manuscript is erroneously 
registered as N 495. Moreover, close observation of the text of J.-B. Thibaut makes 
one think that not only the press-mark of the manuscript but the source itself is 
wrong ,since a lot of its important features were left unnoted, though it seems 
impossible to fail to notice them. 
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information about Palaeo-Byzantine notation. But here we have a 
summary of two Palaeo-Byzantine notation systems (such is the 
conclusion which results from the study of the manuscript), and, at 
the same time, the most important rules of Middle Byzantine 
notation. At the turn of the XIIIth-XIVth centuries sometimes there 
would arise a necessity to describe the notation system which was 
irretrievably vanishing into past. However, later it could not arouse 
anyone's interest at all. 

The classification of signs and special tables, but not a text on 
musical theory, form the contents of Greek 495. Thus, beginning to 
describe the manuscript, I had to give up the idea of using the 
narrative scheme accepted for the book as a whole. Since there is no 
text as such in the manuscript, it was not necessary to publish any 
comments on it either. Therefore the reader is offered but a brief 
description of the source, accompanied by some observations about 
its contents (it seems indispensable to have the photocopies of the 
manuscripts while reading this description; the photocopies are 
subjoined). 

Greek 495 is subdivided into two main parts. 

The second part (fol.2-7v.) deals with enumerating — sign 
conjunctions of Middle Byzantine notation. Nothing new, which is 
not known from other manuscripts with προϑεωρία, is to be found 
here.We can see the usual sections :"At ἀναβαιννοῦσαι (sic) φωναί" 
or "Povai ai καταβέμουσας (sic)" and the like. Προϑεωρία ends with 
the well-known “νηχίσματα (Sic) τῶν ὀκτὼ ἤχων". The form of 
representing the training material in this part of the manuscript is its 
only distinction from other manuscripts of that kind; and it is the 
way in which conjunctions of signs are given: each conjunction is put 
into a red circle, where neumes and figures, indicating the number 
of φωναί, are written in black ink. Such contrast of colours and the 
peculiar form of representing sign conjunctions were intended to 
attract pupils’ attention and help them remember the contents of 
each circle (see the corresponding photocopies at the end of the 
book; it is strange that J.-B. Thibaut did not comment on this striking 
feature of the manuscript). The first part of the manuscript (fol. lv.- 
2) is by all means of the utmost interest. Notwithstanding the smal] 
size, it contains information, the importance of which can hardly be 
overestimated, for, as has already been suggested, two Palaeo- 
Byzantine notation systems are expounded here. 
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Here is the beginning of the first one, given in the manuscript 
spelling: 

“ Ἔροωτισ(ι)ς: Πόσοι τόνοι: "Question. How many tones 
καὶ τι, TOVOG καὶ τι ἡμητόνοι- Καὶ ‘[exist] Wiigt ge of Somme and 
ee ee | how many spirits [can there be]? 

᾿Απ(όκρισις)- Τόνοι μὲν οὖν Answer. There exist 15 tones, 4 
ἐστὶν τε ' καὶ πν(εύματ)α- 8+ καὶ spirits and 5. semi-tones. The 
ἡμήτονα- ε΄ καὶ τόνοι μὲν οὖν tones are the following 15 [signs]”. 
ἐστὶν οὗτος: ιε᾿ " 


Then a series of graphic representations of signs is given with 
index numbers under each of them, just as it is done in later 
manuscripts and in the second part of the present manuscript, when 
under a neume or a combination of neumes a corresponding interval 
value, given as a number of φωναΐ, is placed. 

The graphic shapes of the signs are given without names. 
However, not only their number, but their order of succession as 
well, seems to be similar to the one given for the tones in Greek 
498.(fol.Sv.; I shall remind it to the reader: the ison, the oligon, the 
oxeia, the petasthe, the apoderma, the apostrophos, the bareia, the 
antikenoma, the piasma, the katabasma, the seisma, _ the 
parakalesma).The only graphic shapes that give rise to doubts are 
those of five signs only, depicted under numbers 8, 11, 13, 14 and 
15. However,the manuscript we are speaking of now is to help us 
arrive at the truth. 

The fact is that in the second cataloque of signs their graphic 
shapes are given with names. Moreover, in both lists there are many 
common signs, which makes it possible to specify some nuemes of 
the first catalogue, where they are given with their index numbers 
only, with the help of the second catalogue. Thus, the sign of the 
first catalogue under number ὃ is to be the antikenoma, according to 
the list of Greek 498 and other sources (see comment 44 to Greek 
495). However, the neume on line 15 of the same folio with the 
name ἀντικένωμαν written under it has a sharper angle in_ the 
juncture of the two lines τῷ than the sign under number 8 -f). 
Besides, there exists other evidence of the fact that the sign under 
number 8 is not the antikenoma. The point is that the group of 
neumes, of which this sign is a component, is τόνοι. At the same 
time in ἧμίτονα group there is a sign (line 11) under number 4, 
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which is similar in shape to the one which has the name 
ἀντικένωμαν under it: it has the same sharp angle between two main 
lines of its graphic outline. But one and the same sign cannot be a 
part of both τόνοι and ἡμίτονα, thus, with the abovementioned 
difference in shape considered, it should be concluded that it is not 
the antikenoma under number 8, but some other sign, the name of 
which is impossible to ascertain at present. 

The sign under number 11 ts somewhat different from the familiar 
forms of the anastama, though J.-B. Thibaut qualifies it as anastama. 
The traditional graphic representation of the anastama includes the 
diple “vy and the petasthe ¢5 (sometimes the apostrophos and the 
dyo kentemata are added to them, see: Floros C.Neumenkunde..., 
201). In the given manuscript under number 1} we have a sign, 
consisting of the petasthe and two small parallel! lines, very much 


like the diple but with the opposite slope R. Is it possible that we 


have here another unregistered variant of the anastama? However, 
this is a question for further study. For the present let us presume 
that the neume under number 11] is fairly close to the anastama in its 
Shape. 

The sign under number 13 has nothing in common with the 
familiar shape of the katabasma (see: Floros C.Neumenkunde..., 
240), which is expected here according to the lists of other 
manuscripts. However, further acquaintance with Greek 495 will 
show that this sign is identical with the neume given in the beginning 
of fol.2 of the present manuscript (end of line 1 and the beginning of 
line 2) with an interesting name: δύο κ(α)τ(α)βάσμ(α)τα δεξιὸν καὶ 
apiotepov (two katabasinata, right and left)5. Moreover, on the first 
line, where the right katabasma is depicted next to the main form of 
the sign, which looks very much like an_ elliptical semi- 


5 In Codex Lavra I. 67, the Athos manuscript of the X centure, on line 6 of fol. 159 


there is a sign with a similar name: σταυρὸς ἀπὸ δεξιᾶς yp . This name is most 
likely to be connected with a grafic representation of the neume where on the right 
(ἀπὸ δεξιᾶς) a horizontal and.a vertical lines of the cross (σταυρός) come together. 
See more about this sign in: 7i/lyard H.J.W. Fragment of a Byzantine Musical 
Handbook in the Monastery of Lavra on Mt.Athos,113; Palikarova Verdeil R. La 
musique Byzantines...,117; Haas M. Byzantinische und Slavische Notationen, 2.93 
Floros C. Neumenkunde ..., 274. 
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circumference, on the lower "break" of which something resemblin 
ὃ 


the neume hyporroe G appears, the name [ stands. The left 


katabasma, depicted on the second line, does not have that name. 
Thus, the sign under number 13 on fol.lv is almost a copy of the 
shape given on the first line of fol.2,with a tiny wavy line added to 
the upper inner part of the semicircle. However, in spite of this 
slight difference, it is undoubtedly the katabasma that is on fol.1 v. 
under number 13. 

The sign under number 14 is very far from the traditional shape 
of the seisma (see: Fforos C.Neumenkunde...,218), and the 
succeeding one has nothing in common with the parakalesma (see: 
[bid., 256). The latter almost exactly imitates the form of the ancient 
anatrichisma, which consist of two apostrophoi, the oxeia and two 
kentemata (see: Ibid., 216) Therefore, the sign under number 15 may 
be with good ‘reason defined as ἀνατρίχισμα (J.-B.Thibaunt also 
wrote about it). 

Such are the variants in the group of tones in Greek 495, as 
compared the similar information of other sources. 

Whereas in the group of the spirits of Greek 495 all signs seem to 
correspond with the list of signs known to us (the hypselon, the 
chamilon, the elaphron, the kentema; see Greek 498, the beginning 
of fol.6). It is true that one may be doubtful when looking at the first 
neume of this group in Greek 495, for the scribe put a dot, drawing 
the kentema, and under it, evidently through negligence, added a 
small line with a turn to the right. The result was something like a 
comma turned in the direction opposite to the conventional graphic 
shape. However, in spite of this it may be stated with confidence 
that it is the kentema that is depicted here. 

As to the spirit under number 2, it is undoubtedly the hypsele, 


though its horizontal line is slightly extended hee in comparison with 


the traditional shape £. But on fol.2 we meet both - the 


conventional hypsele (line 2) and the one, identical with the hypsele 
which is found on fol.1v. in the group πνεύματα (see fol.2, line 8). 
The group ἡμίτονα ( on fol.lv., line 11) is of special interest. 
Unlike all well-known information (see comment 46 to Greek 
498), it includes the klasma, the elaphron, the kouphisma, the 
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phthora, the antikenoma and the thema. All graphic shapes of 
signs in this group are legible and do not give rise to doubts. 


Thus, the classification of the signs, recorded on fol.1 v. of 
Greek 495 (by agreement - Notation A), can be given in the 
following way (I give the names of the signs according to the 
traditional spelling but not according to that of Greek 495): 


Τόνοι 


Πνεύματα 


«ς 
ΗἩμίτονα 


com ANN WN — 


Ῥω κα 


μι ΒΟ Ὁ κα 


ἘΞ 
. ἴσον 
ν᾿ ‘ 
. ὀλίγον 
ΓῚ ~~ 
. Ὀξεῖα 
. πετασϑή 
. ἀπόδερμα 
. ἀπόστροφος 
. βαρεῖα 


. κράτημα 
. διπλῆ 


. σεῖσμα 
t 
. καταβάσματα 


. ἀνατρίχισμα 


. κέντημα 
. ὑψηλή 


ἐλαφρόν 
χαμηλή 


κλάσμα ἐλαφρόν 
κούφισμα 

φϑορά 
ἀντικένωμα 

ϑέμα 


Beginning from line 12 a description of another classification of 
Palaeo-Byzantine notation signs starts. What grounds do we make 
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this statement on? Reading the opening phrase of a new section "καὶ 
τόνοι μὲν οὖν ἐστὶν κδ΄ " one may well have the impression that 
there is a mistake in it. If the figure is correct, then how can the fact 
of enumerating more than 24 signs on fol.lv. - 2 be accounted for’ 
One easily sees that because of the last two neumes (κατάβασμαν 
and ἕτερον yipnotov [κατάβασμαν)] ) the aforementioned number is 
exceeded. If «6 ' is the scribe's error, then the figure 18 ' (close to 
is ‘ of a Notation A) may be expected here. Then the catalogue of 
the new group of τόνοι is to end on fol.lv., where the list of 14 
neumes ends. Such being the case, what are the 12 neumes given in 
the upper part of fol.2? 

However, no doubts are left as to the character of «8 ' after 
reading the eleven upper lines of fol.2. It becomes clear then, that 
the list of signs, given on fol.lv. after the phrase “καὶ τόνοι μὲν οὖν 
ἐστὶν «5 '" and on the first eleven lines of fol.2, is one and the same. 
Indeed, after giving the names and the grafic shapes of 26 neumes it 
is stated in the manuscript that there are only 7 sounded signs (καὶ 
ἀπὸ τούτων εἰσὶν ἔμφωνα ζ ᾿}) among them, while the other 17 are 
σύμφωνα (J.-B.Thibaut erroneously took ἔμφωνα and σύμφωνα fora 
third, new system of signs). 

Thus, the figure κδ΄, given in the beginning of the list of the 
second group of τόνοι, turns out to be correct. So there are two 
“superfluous” signs here (for there are 26 signs) which were inserted 
and were inserted by mistake or for some unknown reason (J.- 
B.Thibaut counted 27 signs here, for he considered δύο 
καταβάσματα δεξιὸν καὶ ἀριστερόν as two different signs). 

If we add ἔμφωνα to σύμφωνα we shall get those 24 signs which 
form Notation B (as we have agreed to call it). 

However, while reading the cataloque of 26 neumes and that of 7 
ἔμφωνα and [7 σύμφωνα, not only “superfluosus" signs are 
discovered among 26 signs. "New" neumes, which are missing in the 
catalogue of 26 signs, can easily be found among ἔμφωνα and 
σύμφωνα. 

And indeed, for some unknown reason neither πελαστόν, nor 
παρακλητικά, NOY κατάβασμαν and Etepov ψιφηστὸν [Kata Pacpav| 
mentioned in the list of 26 signs, were found among ἔμφωνα and 
σύμφωνα. At the same time the survey of σύμφωνα grafic shapes 
shows that the catalogue of 26 signs did not include the three 
hneumes, given under numbers 12, 16 and 17 in this group. 
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The sign under number 12 2. resembles the ancient τίναγμα 


(see: Palikarova Verdeil R. La musique Byzantine..., 118, Floros 
C.Neumenkunde..., 235;. though J.-B. Thibaut considered for some 
reason that it is the parakletike). The sign under number 16 is 
absolutely identical with the later ὑπορροή, well-known in Palaco- 
Byzantine forms of notation (see: Floros C.Neumenkundc...,146). As 
to the sign under number 17, it seems to be some complex formation 
which consists of the well-known neumes. Yet the name of this sign 
remains a mystery. 

The results of the analysis can be summarized in one table, which 
consists of two groups of signs: one of τόνοι and the other of ἔμφωνα 
and σύμφωνα. To make the survey more convenient I am giving 
them under the same number that they have in the manuscript, the 
signs with the same name being placed opposite one another, and 
“the superfluous’ and "the new” signs are given separately (the 
spelling here is also traditional, not the manuscript one). 
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Notation B 


Tovot 7 ὀλίγον ἔμφωνα Ι. ὀλίγον 
3. ὀξεῖα 2. ὀξεῖα 
24, κέντημα 3, κέντημα 
17. ὑψηλή 4. ὑψηλὴ 
22: ATOG TPOPOS 5. ἀπόστροφος 
6. ἐλαφρόν 6. ἐλαφρόν 
9. χαμηλή 7. χαμηλή 
Ι. ἶσον σύμφωνα Ι. ἶσον 
4. βαρεῖα 2. βαρεῖα 
3, φϑορα 3. φϑορά 
γι ἀποδερμα 4 ἀπόδερμα 
8, ἀντικένωμα 5. ἀντικένωμα 
10. κλάσμα ξυρόν 6. κλάσμα ξυρόν 
Il. κλάσμα ἐλαφρόν 7. κλάσμα ἐλαφρόν 
12. κράτημα 8. κράτημα 
13. σεῖσμα 9. σεῖσμα 
14. διπλῆ 10. διπλῆ 
15. δύο καταβάσματα Il. δύο καταβάσματά 
(δεξιὸν καὶ (δεξιὸν καὶ 
ἀριστερον) ἀριστερόν) 
19. κούφισμα 13. κούφισμα 
20. θέμα Ι4, ϑέμα 
18. κύλισμα 15. κύλισμα 
“superfluous” 15. πελαστὸν "new" 12. τίναγμα 
21. πετασϑή Ι6. ὑπορροή 
23. παρακλητική 17. - 
25. κατάβασμα 
26. ἕτερον ψηφιστόν 


κατάβασμα 


Thus, we have obtained the classification of Notation B. It is true 
that our knowledge of it may be insufficient, even imperfect to some 
extent. It would be only logical to assert that the sum of ἔμφωνα and 
σύμφωνα should make the total number of τόνοι. Yet we have 2! 
common signs in two columns. But among τόνοι 4 signs turned out 
to be "superfluous" (we presume that the neume under number 26 
ἕτερον... is a variant of the one placed under number 25, just as 


238 


there exist two παρακλητικά and two κυλισματά). But then 3 “new" 
signs, not mentioned in the list of all notation signs among τόνοι, 
appeared in the group of σύμφωνα. 

Does the discovery of those "superfluous" and "new" signs add 
anything to our knowledge of notation? At present 1 would not 
venture to give an answer to this question. Yet let us hope that it will 
be cleared up in the near future. 

It seems more reasonable to find an answer to another question: 
whether both catalogues of τόνοι recorded in Greek 495, are different 
notografic systems or a single formation. 

If the latter assumption is true, then it means that the system 
described in the manuscript, contains several different levels of sign 
differentiation, according to which the neumes divided into three 
categories (τόνοι, πνεύματα, ἡμίτονα) can form two other separate 
groups (ἔμφωνα and σύμφωνα) at the same time. The circumstance, 
which seems to speak in favour of this supposition, is the following: 
in both lists of τόνοι it is stated that each of them contains 24 signs 
(if we do not take into consideration those “mysterious” and “new" 
signs which happened to be in the second group of τόνοι). However, 
the complicated character of functioning, inherent in the hypothetic 
united system of Notation A and B, speaks against it, for it is next to 
impossible to understand the individual character of functions of the 
same Signs as πνεύματα and ἡμίτονα on the one hand, and as ἔμφωνα 
and σύμφωνα on the other. 

Moreover, another argument against uniting Notation A and B 
into a single system arises directly from the material of Greek 495. If 
they are united, the "disagreement" between them appears to be 
greater than the one between different sign groups within Notation 
B. Thus,4 signs from Notation A (ἀνατρίχισμα and three unknown 
nuemes under numbers 8, I! and 14) are left out of the united 
system, as well as 8 signs from Notation B ( κλάσμα Evpdv, κύλισμα, 
πελαστόν, παρακλητική, κατάβασμα, τίνασμα, ὑπορροή and the 
mysterious sign from the group of σύμφωνα under number 17). 

It would be very tempting, of course, to find a way of uniting 
Notations A and B, thus, if not finding the clue to the secret of the 
entire Palaeo-Byzantine notation system, at least coming closer to 
the realization of this cherished aim. Yet not only the incompatibility 
of both notations makes this operation impossible. Any attempt to 
unite them into a whole by all means conceivable means contra- 
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dicting the existence of a long-standing variant of Palaeo-Byzantine 
notation (see, for example: Tylliard ΗΝ. The Problem of 
Byzantine Neumes//The Journal of Hellenic Studies 41, 1921, 31: 
idem. Byzantine Neumes: The Coislin Notation// Bz 37, 1937, 345- 
358; idem. The Stages of the Early Byzantine Musical Notation// 
Ibid.,45,1952, 29-42;  Raasted J.A.Primitive Paleobyzantine 
Notation// Classica et Mediaevalia 23, 1962, 302-310 and others). In 
fact, all the information that exists nowadays on this problem speaks 
for the absence of a single Palaeo-Byzantine system and of separate 
forms of notography, more or less different from each other, which 
are spread in musicology. 

The material of Greek 495 is one more piece of evidence 
Supporting this position, providing pupils with two similar, if 
somewhat different, classifications of signs. Most probably it was 
done with premeditation and with a certain purpose in mind: to 
offer pupils the information about at least two Palaeo-Byzantine 
notation systems, which they might come across in future practice. 
And it does not matter that our manuscript was being composed at 
the time when Middle Byzantine notation had already started its 
triumphant conquest of the Byzantine world. Firstly, the musicians 
of the ΧΙ centure are unlikely to have known that a new 
notation would replace the variants of the notation they had used 
before (as is well known, such crucial events tend to be realized only 
after a considerable period of time). Secondly, the scribe of Greek 
495 had borrowed the material for his manuscript from some earlier 
source. Thirdly, “The Sticherarion of Neophyte, a Hieromonachos 
from Damascus" was to have contained the psalms given both in 
Notation A and Notation B and in Middle Byzantine notation as 
well. Otherwise, it would have been useless to expound all three 
systems: two old ones and a new one in προϑεωρία. 

No doubt, Greek 495 is full of mysteries and the study of this 
manuscript should be continued by all means. 


Tnaea V. 


“BonpocooTBeTHHk" c Adboua 


(I peyeckast 239) 


Cpeav 42 KogeKcos KonnekunH Ilopdupus YcneucKoro umeet- 
CA ΠΗΙΙΡ OHH, KOTOPbIM MOUTH Ha BCCX CBOHX JIMCTaX COMepXKUT 
TEKCTbI, HEMOCPeEACTBEHHO CBA3QHHbIe C MCTOpHei HM TeopHel 
My3bIKH. ΤΟ [peueckaa 239, npvobpeteHHas: Tlopdupuem Ycneu- 
ckMM Ha Adboue!. Pykonucb 3aKO4eHAa B TBEpAbIi KapTOHHbIit Me- 
permleT ἡ, HECMOTPH Ha TO, YTO ΟΥ̓ΠΌΠΡΗΡΙΘ JUCTbI 66 yKE ΟΥ̓ΠΟΠΘΗΒΙ 
OT ΒΟΘΙῸ KOMeKCa, B ΠΟΠΟΜ HaxOAHMTcA B AOCTAaTOUHO XOpoliem 
cocTosHHH. B Hen 130 πμότὸοβ (206 x I51), cpegqu ΚΟΤΟΡΒΙΧ 
uMelotTcs mycTbre: 2-4, 24 οὔ. - 26, 35-58, 127 06. - 130. Dunn- 
rpaHW - ΟΧΟΤΗΜἩ ΜΠ pOXOK C KOHTpamMapKoH GMT (Κ coxaneHun, 
ΡΟΣΚΟΚ TOYHO TAKOH Xe ΦΟΡΜΡΙ HE 3apernMcTpHpoBaH B Μ3ΠΔΗΜΕΧ, 
NOCBAWCHHbIX OMMCAaHHIO BOAAHBIX 3HakoB). Pykonucb DaTHpyetcs 
ΠΡΗΘΠΗΞΗΤΟΠΡΗΟ TpeTben YeTBCpTbwO XVIII Bexa. 

Ha ee WeEHHOCTb cpa3y xe oOpaTHA BHYMaHHe XK.-5.Tu60 ἡ 
ΟΠΥΟΠΗΚΟΒΩΠ HEKOTOpble TEKCTbI B CBOeH KHuHre (cM. Aaee). 

B pepxHewi yacTH 7. | MpucyrcTByeT rpeyeckas 3anucp: 


"Βιβλίον tod Ἰωάννου ἀναγνώστου Γεωργίου Σαμίου 
᾿ ( , 4 1 oe -- 
περιέχων τὸ εἱρμολόγιὸν τὸ σύντομον κατὰ τὸ ὕφος τῆς 
(Κωνσταντινου)πόλεως". 


Η 3fech Ke HAXOMNTCA Τὰ ΚΟΥ pyccKHH Nepesogd 3ΤΟΠ 3ΞΆΠΗΟΗ: 


' Ομ. Oryer Mmrrepatopckon Ily6nuyunok 6OuGnuoTekH 3a 1883 γ, 82-83, N 5. 


16 Samay ν' 2442, 24] 


"Kuura Moana aHarnocta (Yteua) Feoprus Camocua 
COME€PpXHT ἩΡΜΟΠΟΙ, YKOPOYeEHHbIN No MeTose 
KoHCTaHTHHONOABCKMUH (sic)”. 


Μ nanee: 


"A mpHoOpeteHa oHa APXHMaHApHToM Ilopd@upnem 
YcneHcKMM Ha Aqdoue’. 


ΠΕΟΡΒΡΙΜ TeKCTOM KOeKca (ππ.5-6 06.) aABASeTCA ᾿Θαῦμα τῆς 
ὑπεραγίας δεσποίνης ἡμῶν Θεοτόκου ἐν τοῖς μέρεσι τοῖς ἀνατολικοῖς 
μοναστήριου ὑπῆρχεν ἐπονομαζόμενον ἡ μεγάλη ἀντίληψις" - "Yyno 
MpecBATOH  ΠΟΒΟΠΗΤΟΠΡΗΜΗΙΡΙ Halen ΒΟΓΟΡΟΠΜΠΡΙ, Ha3sbIBaeMoe 
"BenHWKoe nocTyoKeHHe” [nu] ObIBLIICe B BOCTOUHBIX KpaAX MOHAa- 
CTbIpA. 

Oro W3BecTHOe MpeqaHve O TOM, Kak boropogna coBepliliia 
ONHO H3 CBOMX OylaroqeAHHH: ΗΘΚ PomMaH, HMEBUIHH OT poxXie- 
HHA yKACHbIN TONOC, ΟΠΑΓΟΠΆΡΗ 4yAYy CTA YAHBUTCAbHbIM ΠΘΒΠΟΜ, 
no mpo3Bhmy “Cnagkoneseu”. OTa NereHga HMeeTCA BO ΜΗΟΓῊΧ 
cmvckax?. 

παν TeKcT pyKomHcH (1.6 06. - 10 06.) - He MeHee 
3HAMEHHT: "Διήγησις ἐκ τοῦ βίου τοῦ μεγάλου patotopos τῆς μουσικῆς 
τέχνης κὺρ Ἰωάννου tod Κουκουζέλη" - "TlopectBoBpaHHe O XKH3HH 
ΒΟΠΗΚΟΓΟ MarHcTpa My3bIKaJIbHOro McKyccTBa rocnogqvHa Moana 
Kyky3es1". Hayke cettuac M3BeCcTHbI 8 CMHCKOB 3TOrO MOBECTBOBA- 
Hua. Cambli peBHHi (XVI 8.) - H3 OnOmMoTeKH JIeHMOHCKOIO 
MOHACTbIpA Ha ocTpose JlecOoce - 6b ONMcaH B KOHLUe ΠΡΟΠΙΠΟΓῸ 
peka A. Ilanagonyno-Kepamescom?. Uetbipe cMHMcka OTHOCSITCS kK 
XVII sexy: Codex Panteleimonus 80] (1613 r.)*, Codex Lavra 1 23 
(1618 r.)°, Codex Lavra 1 455, Codex Marcianus Graecus VII 4] (coll. 


Cm., Hanpumep: Aalkin ΕΞ Bibliotheca hagiographica graeca. TIT], Bruxelles 
1957,67; Delehaye H. Propylaeum ad Acta Sanctorum. Bnuxelles 1902,95-%,; 
Lampsides O. Uber Romanos den Meloden - ein unveréffentlicher hagiographischer 
Text//BZ 61, 1968, 36-39 nw apyrne. 

Παπαδόπουλος- Κεραμεὺς A. Μαυρογορδάτειος βιβλιοϑήκη. Ἔν ΚΠόλει 1885, 108- 
109. 

Lambros 8. Catalogue of the Greek Manuscripts on Mount Athos. νοὶ. ἢ, Cambridge 
1990, 436. 

Eustratiades δι, Spyridon of the Laura. Catalogue of the Greek Manuscripts in the 

, Library of the Laura on Mount Athos. Cambridge 1925, 175. 
Ibid., 182. 


«ὦ. 
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1465)’, CymecTByWT Η Abe Soslee No3aAHHe pykonucn®, Hexotopnic 
BapvanThl “TopecTBoBaHHsi” πῶκο MyOnNKOBaNHCL’. BocbMolil pyKo- 
MHCHbIM TeKCT 3TOFO HcTOUHHKa - /pey. 239. On Takxe HCOHO- 
KpaTHO ΠΡΗΒΠΟΚΩΠ BHHMAHHe Hccnefgopatenent: I].Cpipky οπγόπη- 
KOBaI ero pyccKHii nepesoa!, a P.Mamxkapona Bepacii - cbpanuy3- 
cKnii!!, 

Ha ππ.1}1-15. [pex. 239 waxogutcs " Ἐρωταπόκρισις περὶ τοῦ τί 
ἐστὶν ἣ χειρονομία" - "BompocooTBeTHHK Ο TOM, ῬΤῸ TAKOe χήροηο- 
ΜΗΞ3΄, H3MaHHbIA XK.-b.TH60!?, Καὶ Hactosuemy ΒΡΕΜΟΗΗ yxe ony6- 
AMKOBaAHbI BapHaHTb! BTOTO TeKCTa H3 TaKHX 3HAMCHHTBLIX pyKO- 
nmuceH, Kak Codex Lavra 1656, Codex Vaticanus Graecus 872 ἢ 
Codex Jerusalimitanus 332'3, Bo propo yactH HacTosWmeil ΚΗΉΓΗ 
6yneT MpMBEACH eue OHH CNHCOK 3Toro TeKcta H3 PAHK 63 
(ππ.47 06. - 48) ¢ perncTpauncit Beex pa3sHoUuTCHHil yKa3aHHbix 
pyKOnHcen. 

Ha an. 15 06. - 17 [pex. 239 conepxutes: “ Ἑρμηνεία τῆς 
παραλλαγῆς τοῦ Κουκουζέλη tod τρόχου" - "O6bsicHeHHe Mapaswarn 
kojeca Kyky3ens". STo “OObscHeHHe” Takke ONnyONHKOBAHO B 
KHHre XK.-6.TH60!4. Ono u3BectHo nu no Codex Lavra 1656'S, 
YntaTetb HACTOSILUCH KHHFH MOXKeT O3HAKOMHTbCH ὁ HHM πὸ PAHK 
63 (1.50 06.; cm. Uactp II). 

JIn. 27-34 06. [pey. 239 nocBsuleHb! H3NOKCHHK) 3HAMCHHTOrO 
NaMSITHHKA =MYS3DIKO3HAHHS) =" Ἑρμηνεία κυροῦ Μανουὴλ τοῦ 


Η ῳ. 


Mioni El(ed.) Codices grect manuscnpti: Bibliotheca divi Marci Veneti- 
arum.T.I].Rome 1960, 92-94. 

δ Lambros δ. Op.cit. Νο].!. 145: Ννο!.11.325. 

> ἡ. ἨΔΠΡΗΜορΡ: ᾿Ακολουϑία: ἁσματική καὶ ἐγκώμιον τῶν ὁσίων καὶ ϑεοιφόρων 
πατέρων ἡμῶν τῶν Ev τῷ ᾿Αγίῳ “Oper τοῦ “Ado διαλαμψάντων. ‘Ev Τρμουπόλει 
1847, 82-84. ᾿Αγάπιος μοναχὸς τοῦ Κρῆτος ᾿Αμαρτωλῶν σωτηρία. Bevetia [δ 539, 
292-294. Λαμπαδάριος Σ. Κρηπὶς, ἤτοι νέα στοιχειώδης διδασκαλία τοῦ ϑεωρητικοῦ 
καὶ πρακτικοῦ τῆς ἐκκλησιαστικῆς μουσικῆς. Ἔν ΚΠόλει 1890, 47-50. Ἰουκάκης K. 
Μέγας συναξαριστὴς πάντων τῶν ἁγίων. Οκτώβριος. Ἐν ᾿Αϑήναις 1895, 11-13. 
O630p ρυκοπμοθῦ ᾿ΠΟΒΟΟΤΒΟΒΔΗΜΗ 4 UX πγόπμκαιιμῇ CM. B ANCCepTalMu: 
Williams Ed. John Koukuozeles’ Reform of Byzantine Chanting for great Vespers in 
the Fourteenth Century. Yale University, Ph.D., [968 (pyKkonue.), 320-388. 

10 Cupxy H. Kutrve Moanna Kyky3ea Kak ΜΟΤΟΙΗΜΚ ΜΞ GonrapcKoli ucTopun // 
*KypHar Munnectepctsa Hapognoro Ipocnemenna 282, 1892, 132-134. 

| palikarova Verdeil R. La Musique Byzantine ... 195-200. 

2 Thibaut. Monuments ... 87-88. 

3 Tario 226, 164-165. 

Thibaut. Monuments. ...89. 

5 Tardo 227-228. 
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Χρυσάφη περὶ τοῦ τί ἐστὶ φϑορά " - “OGbsacHeHHe ToenoanHa 
Mauyusa Xpuceada Oo TOM, ΤῸ TakKoe dTopa”". BSTOT TeKcT Takxc 
3aneyaTICH Ha CTpaHwuax KHHTH XK.-b.Tu60!®. 


ΗΔΊΜΗΔΣ ὁ 1.59, B [pex. 239 w3naraetcs " Εἱρμολόγιον σύντομον 
ποιηϑὲν napa tod μουσικολογιωτάτου κὺρ Πέτρου πρωτοψάλτωου τοῦ 
Βυζαντίνου, ὅπερ περιέχει εἱρμοὺς τῶν δεσπωοτικῶν καὶ θεωμητορικῶν 
ξορτῶν καὶ ταξομένων ἁγίων καὶ ὅλου τοῦ ἐνιαυτοῦ " - “KpatKuil 
MpMOJIOr, ΘΟΟ3ΠΔΗΗΡΙΜ ΠΡΟΟΠΑΒΠΟΗΗΘΠΉΙΜΜ B MY3bIKC TFOCnOAHHOM 
npotoncantom JIletpom Bu3aHTHHCKHM, ΚΟΤΟΡΡΙ COMCPXIT HpMo- 
ΟΡ] TOCNOACKUX MH OOFOpOAHYHbIX Mpa3sqHHKOB, ἃ TaKXKe ycTaHoB- 
ΠΟΗΗΡΙΧ [Mpa3sqHHHKOB] CBSITbIX HW BECTO rosa”, 

OHaKO B COCTAB 3TOTO KOAMEKCA BXOAHT MY3bIKANbHO-TeopeTH- 
"CCKHH TeKcT (ππ.17-24), He NPHBICKABLUHH BHHMAHHS! Η3ΠΏΤοπο 
H Μμοοποποβατοποῆ. bonece Toro, Awake ΟΜ BAEC KOZCKCA, 
HNopdupynn νοποηοκηῇἥἕ, OnncbiBpas! cro cocTaB Η MepeuHcssis BCC, 
NTO BXOQHT B PYKONHCb, ΜΟΚΠΙΟῚΜΗΠ 3TO HeEOONbUIOe, HO KpaitHe 
BakKHOe A HHTecpecHoc counHeHHe!’, CKiagbiBaeTcs Takoc Boeuat- 
neHuve, 1TO Πορῷῴμρμηῇ YeneHcKnh VW He ΠΟΓΑΠΡΙΒΆΠΟΣ O TOM, TO 
Mexay “OObACHeHHCM NMapanarn Koneca Kyky3ens" H TpakTaToM 
Mayywyia Xpucada B KogeKce CyLIeccTByeT eC OHH CaMOCTOSI- 
ΤΟΠΡΗΡΙ ἢ MY3bIKVIBHO-TeopeTHYeCCKHH TekcT. HecmotTpsi Ha TO, ΤῸ 
OH HANMCaH Ha TOM S3bIKe, KOTOPbIH ΠΡΜΗΣΙΤΟ Ha3bIBATb HOBOTpC- 
4YeCKMM, BCe ero cosepxKaHHe OOpaulieHO Κα MY3bIKiWIbHOH TCOpHH 
NpOWWIbIX BpeMeH. ΤῸ H ΠΏΘΟΤ OCHOBAHHE NpesAcTABHTb ero B 
"Tletep6yprcKOM TeOopcTHKOHe". 

Ero Ha3BaHHe rmacnT: " Ἐρωταπόκρισις τῶν φωνῶν " - "Bonpoco- 
OTBCTHHK 06 HHTCpBaANbHbIX 3HAKAX". 

ITpexac Bcero HCO6OXOAHMO OTMETHTb OCOOCHHOCTD chop! “Bo- 
MpocooTBeTHHKa". B yxe H3BCCTHLIX HaM o6pa3uax πρωοϑεωρία 
ΒΟΞΗΜΚΟΙΌΜΙΔΣΙ GopMa AWaAora NOCTOAHHO Hapywaetcsi. "Bonpoco- 
OTBCTHHK” H3 Jpey. 239 - He προϑεωρία, ἃ CAMOCTOSITEbHOC 
TCOpeTHUCCKOe COYHHCHHC HW αὶ HEM HA MpOTsSMKCHHH ΒΟΘΙῸ TCKCTA 
BbhLUCpXKUBacTcH (bopMa AHanora. P]pH4em 3To HeOObIMHbI AHwWor. 


16 Thibaut J.-B. Monuments ...89-92. Kak H3BeCTHO, CeMNUC ONYGJIMKOBAH ABTO!pad) 
Manyuna Xpucaca: The Treatise of Manuel Chrysaphes the Lampadarios, edited 
by Dimitn E. Conomos (Monumenta Musicae Byzantinae a Carsten Hoeg condita. 
Corpus scriptorum de re musica. Vol.11.). Wien 1985. 

Hlopcpupua Yenencxuad. (epsoe iyreitecTave B AdoNCKHe MOHACTbIPH WH CKHTLI. 
Yactp If. Οτπόποημα BTopoe. Mocxsa 1880, 87. 
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Beeraa nogpa3ymecnanocn, ἅΤῸ YYCHHK 3Q0aCT BONpoc, a YUHTCAD 
oTBeyaeT. HM 3To coBsepmwieHHO ecTecTBeHHO, Tak Kak HMCHHO 
OOOralwe HHI 3HAHHSIMH yaNTenb NpH3BAH OCBCMATL BONpOcH, 
BOSHHKaWOUINe y yacHHKa. Taxol TpaanuMH crcayeT a6conmTHOc 
OOAbLUMHCTBO NAMSTHHKOB MY3bIKO3HAH HSI CpceAneneKonbs. 3necb 
KC BCE ΠΡΟΜΟΧΟΠΜΤ HaAobopoT. Yuntenb - ΟΔί[ιδάσκαλος 3agaet 
BONpocbl, a YueHuk - MlaOnmc] oTBeyact Ha Hux. Co3ngaertcs 
apeKT NpHcyTcTBHS HA 3K3AMCHC, B ΧΟΠΟ KOTOpOrO YHTeCAb 
NPOBEPACT 3HAHHS! YICHMKA NMOCPCACTBOM 3aAMaBACMbIX BOMPOCoOB. 
OfHako, CkKopee Bcero, 3TOT ΠΗΆΠΟΓ NOATBepxXAAeT, ITO NCMOND- 
3YeMasl B YYCOHOM OOMxXONC Ha NpOTHXKCHHH OYCHL AINTCALHOFO 
BpeMeEHH Φορμὰ “BonpocootsetTHHka’ npeppaTwiach B ΜΟΚΗΪ 
ΤΡΑΠΜΙΙΜΟΗΗΒΡΙΜ KAHP, CTABLUHM HACTOABKO (POpMAIbHbIM, Τὸ γος 
He Hrpano HHKakKOH poM, cTporo coOnwogactcH B HEM CAMA ΠΟΓΗΚᾺ 
Seceobl YYHTes| C YYCHHKOM HH HeT. BaxkHo ὄριπο coxpanHTD 
NMiUb BHEWHIOKW CopMy “BOoMMpoc - OTBCT", a HX pacnpenercHHe 
Me@XOY YYaCTHHKAaMH AMaIora CTAIO BeECbMa CBOGOAHbIM. Ho Haul 
“BOMpOcooTBeTHHK YOCHHTCNbHO NoATBepxkAacT 3TO. Ero cmMbIcN 
AGCOMIOTHO HE H3MCHHTCS, CCH BONpocb! OyAyT NepemaHb yicHi- 
KY, ἃ OTBETHI - yuHTesto!®, 

ConepxaHne "BonpocooTBeTHHKa"™ TaKKC HCOOBINHO. 

Kak H3BecTHO, ὁ BH3AHTHHCKHX BPCMCH B Musica practica TCOpHst 
COCTOSIa TONbKO H3 H3IOKCHHS NAPABHA HOTALHH. 3HAHHS KC OO 
OCOOECHHOCTAX MY3bIKWIbHOTO 3BYKA, CFO OTIHYMH OT HEMY3bLIKWIb- 
ΗΟΓΟ, y4eHHe 06 MHTepRaANAX, POMAX, CHCTCMAX, TO CCTb Bee TO, ITO 
3aBeWaIa CpeqHeBeKOBbK) APeEBHCrpcecKas HAYKA O MY3DbIKC, - BCC 
ΤΟ B Bu3saHTHH OTOWNO B OONacCTL musica speculativa, NPHHWLICc- 
ἈΑΠΙΘΗ͂ ΚΒΆΠΡΜΒΜΥΜΥ, ἃ ΜΡ - CHCTeMe OOulicro oOOpasoBanHs. 
Musica practica O6paukutach K 3TOMy MaTepHivly KpaliHe pcaKoO ἡ 
TONbKO BbIGOpOUHO, NpHOOUAs! K CBROCMY MY3bLIKQWILHOMY 3HAHITO 
NMWb TO, ἯΤΟ TAK HAH HHAYC ΜΟΓΠΟ ObITh HCNOCPCACTBCHHO CBsISa- 
HO C MY3bIKQJIbHOK NpakTHKOH. TakHM oO6pa30M, TcopHsi HOTA 
ΟΥΆΠΆ BbINONHSTh B musica practica ponb BCCOOUICH ΜΥ3ΡΙΚΆΠΡΗΟΗ 
ΤΕΟΡΜΗ (Gosice TOFO, HEPCAKO HOTALHS OTOKACCTIVIINICL HC TONLKO 
ς TeopHeii, HO ike ὁ CAMOH MY3bIKOH, CM. KOMMCHTApHH 2). 


Ἣ“ ππΠπΠἷ τ ππΠΠ ee eee 
ΙΒ CymMnNTOMbI MOXOGHOTO MepepoO%XcHnA MOAHO BCTpeTHTh YAO δαὶ IKIMATHAKAX 


MV3bIKO3HAHHA 3HANATeEJIBHO Goee panHHx, 4eM “BomtpocooTReTHHK C Α(φομα. B 
CRa3H C 3THM MOXHO YKa3aTb, HAMpHMep, Ha OAHO MecTO H3 TpakTara licenno- 
Tlamackuna, me yunTelb TAKKE ΠΏΠΟΤ᾽ BOJIPOC YYCHHKY (CM .YQUIHKY KOHL HCH BO 
I] wacTH HacTOMleH KNUTH TEKCT 9ΤΟΙῸ COUMHEHAA no PAHK 63, 1.44). 
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TlogoOHoOe NONOKeCHHE COXpaHsIOCh AIHTeEMbHOC BpeMA HB 
NocTBH3aHTHHcKyh) asnoxy. [lostTomMy Β aGcONWTHOM GOALWHHCTBE 
HCTOUHHKOB HOTAaALWS Beerga H3aaracTcs| MOMHOCTbH), HOO ona 
ABISUIACbh OJIMLIETBOPCHHEM TCOPHH MY3bIKHM KaK TAKOBOH. Hotayysi 
ΜΟΓΠᾺ ONHCbIBATLCs! GosIce CKATO WH, HAOHOpOT, OONee Npoctpay- 
HO, HO BCCMa 3aTparnHBaa TpH OCHOBHbIe O6MACTH TCOpHH HOTa- 
LHH: 1) HHTEPBAbHbIeC 3HAKH, 2) OONDWIHE MNOcTa3bl Η 3) CHCTeMYy 
Hxocos. B KomMmsicKce OHH AaBasiH TOT HAaGOp CBCACHHIi, KOTOpbIii 
Obl HCOOXOAUM AUIS] OBNAACHHS! HABbIKAMH UYTCHHS HOTHOFO TCKCTA. 

OnHako B “BonpocooTBeTHHKe’ u3 /pey.239 Camo 3arMmMaBHc 
ΓΟΒΟΡΜΤ O TOM, YTO B COYHHCHHH Μ3ΠΏΓΔΘΤΟΣ He BCs TCOpHs! My3bI- 
ΚΗ (TO CCTb HOTALMH), ἃ ΤΟΠΒΚΟ pa3zzen O68 ΜΗΤΟΡΒΆΠΡΗΡΙΧ 3HAKAX 
(pwvai). B caMoM fee, Bech TEKCT AManora MeXxAY YYHTCICM ἢ 
YYEHHKOM NMONHOCTbDK) COCpeAOTONCH HA HHTCPBUIbHDIX 3HAKAX. 
JlJaxe ΟΜ HHO ΡΟ» Ξ3ΞΆΧΟΠΗΤ O G6ONbWHX HMMOocTazax, TO 
o6cyxKAacTCH BONpoc TONDKO OO HX B3IAMMOZCHCTBHM ὁ HHTCpBAIb- 
HbIMH 3HAKAaMH. TaKHM OOpa30M, BCe BHHMaHHe OccceayWULHx 
oOpauicHO HA pasHOOOpa3Hble ChOpMb!l ACHCTBHS B HOTHOM TCKCTC 
"3BY4QLUHX" ΗΘΒΜ. 

Hpapga, Ha caMoM ΠΟΟΠΟΌΠΗΟΜ ποτ “BonpocooTBCTHHKia- 
ΠΟΣΙΒΙΣΊΘΤΟΣ HEOONDLION pasgzen o dbTopax. Ho Bee CBHACTCALCTBYCT 
O TOM, 4¥TO 3TO ΠΟΞΠΗΘΗΠΙΟΘΘ MH SBHO He ABTOpcKOe AObaBAeHHC 
JlehcTBUTeNbHO, pa3saes o ΦΤΟΡΩ͂Χ BO3HHKaeT HEOKMAAHHO, Cpasy 
ΚΘ Mocle MAaTepHana, CB3QAHHOFO C HHTCpBUIbHLIMH 3HaKaMH. 
CormacHo Xe ΤΡΆΠΗΜΗΜ, B MpOMexXyTKe Me@xXAY ONHCAHHEM HHTCp- 
BWIbHLIX 3HQKOB H (TOP AOJXKHbI HAXOMHTLCSH COOTBCTCTBYIOLLHC 
YaCTH, NOCBSILUCHHbIC GONbLINM HNOCTA3AM HW MapTHpHsiM HXOCOB, ἃ 
NULIb 3TCM - CBCACHHS! O dbTOpax. 30ecb KC BCC MpOMeXYTOUHLIC 
ὈΆΞΠΟΠΒῚΙ OTCYTCTBYIOT, YTO ye caMo NO ccbc NHLUCHO ΒΟΉΚΟΓΟ 
CMbICIa (H MY3bIKMIbHO-TCOpcTHuccKOrO, HM MNeCAArOrHccKOFO) 
Takas! BHE3AaMHOCTb NOSIBICHHS! paccKa3a Oo (bTopax ΠΟΠΏΟΤ efo 
KaKHM-TO O60COGJCHHbIM MO OTHOLWICHHK) KO BCeMy TeKCTy. O ΤΟΝ 
Ke CAaMOM YFOBOpHT H (dopma cro H3NOKeHHS: Mpekpawlactcs 
ycpeoBaHWe BonpocoB ΜΗ oTBcToB. [locne neproro Bonpoca 
(“CKONbKO cyllecTByeT (pTop..."), BCTABICHHOFO, KaK BHAHO, ITOObI 
ΠΡΗΠᾺΥΡ MepexoAy BHAHMOCTb ECTeECTBEHHOCTH, CAeayeT OObINHbIL 
NOBECTBOBATEJIDHbIN TCKCT, HH'NC€M HC HaNOMHHAWLWNK AKIO“ 
MOxXLY Y'UHTeICM HU YYCHHKOM. [lo colmepxKaHHKH) Xe 3TOT 
3QKIKOYUNTCJIBHbIM pasaes COBEpUICHHO HE COOTBETCTBYCT 3ΓΠΏΒΗΚ) 
COUHHCHHS, B KOTOPOM HCABYCMbICNEHHO CKa3aHO, Τὸ “Bonpoco- 
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OTBETHHK MOCBALICH MCKIIIOUHTeEIbHO ΜΗΤΟΡΒΆΠΡΗΡΙΜ 3HAKaM 
(pwvat). 

Bce 3T0 CBHMeTeNbCTByeT Ο TOM, 4TO MaTepval o cbTopax 
ABIACTCH HEYKAIOKHM ΠΟΟΆΒΠΘΗΜΘΜ, MpOTHBOpeyaliHM aBTOPCKOMY 
3aMbicsry “BonmpocooTBeTHHKa', B OCHOBE KOTOPOrO JICKHT ΟΤΡΟΜΠΟ- 
HHe OOCYIAUMTL ΠΡΟΌΠΟΜΒΙ, CBASA@HHbLIC HCKIIOYUMTEJILHO C HTCPBAIb- 
HbIMM 3HaKaMuH. 

HyxHO HyMaTb, 4YTO TaKad TeMaTHKa COUHHEHHA ΟΒΙΠᾺ BbI3BaHA 
NOTpeOHOCTAMH MY3bIKAIbHOH ΠΟΠΆΓΟΓΗΚΗ. JlehcTBHTeNbHO, 3Ha- 
ΗΜ6 "3By4allHx" 3HAKOB, HX HHTepBaIbHOMO 3HAaYeCHHA, YMeHHe 6e3- 
OLIH6O4HO H ObICTpO ONpezeNATd ΓΡΑΦΗΚΥ ΚΆΠΟΙΟ, a TaKXKE YETKO 
H ACHO ΠΟΗΜΜΆΤΡ CMBIC]] AX B3IAMMOAENCTBHA C APYFHMH HEBMaMH, 
KOrMa OHH O6pa3ylOT MHOTOUMCIICHHbIe CO“eCTAHHA, - BCe 3TO ObLIO 
CTOJIb B@XKHO JIA OCBOCHWA HOTALLMH, 4YTO BHE 3THX 3HAHHH U 
HEMOCpeACTBEHHO CBA3Q@HHbIX C HMMM MpaKTHYeCKHX HaBbIKOB 
HOTaUHA OCTaBaNach HesocaraemMon. MuHTepBasibHble 3HaKH COCTAB- 
isin ee ΠΡΟ, WH 6e3 HHX TepsANH BCAKHH CMbicn HW OoNbLUIHe 
ἨἩΠΟΟΤΆ3ΡΙ, H ΜΑΡΤΡΜΗ HXOCOB. 

B yue6HOH *KH3HH TaKad CHTyallMA BbIHyYKHaIa YOICEIATh MaKCH- 
MYM ΒΗΜΜΔΗΜΗ͂ H3yY4YCHHHO HMEHHO HHTEPBabHbIX 3HAKOB. A 3TO, B 
CBOIO O4Epenb, MOMIO MpeAOMpeweNHTb NOABNEHHMe OTIeENbHOTO 
TeOpeTHYeCKOMO COYHMHEHHA ΜΟΚΠΙΟΜΤΟΠΡΗΟ OG ΜΗΤΟΡΒΆΠΡΗΒΙΧ 
3HaKaX. 

ΤΆΚΗΜΗ NpesCTaBAIOTCH MPWYHHbI, CHOCOOCTBOBABLUIHe BO3- 
HHKHOBeHHW "BomnpocooTBeTHHka x3 /pex. 239. 

ἯΤΟ MOXHO CKa3aTb 06 ero aBTope? 

AHaJIv3 cofepxaHHsA “BonmpocooTBeTHHKa” NOKa3bIBaeT, 4YTO OH, 
BO-NepBbIX, ΠΟΟΚΟΗΆΠΡΗΟ ObLI 3HAKOM C AYYWIHMH ΠΟΟΤΗΣΚΘΉΜΕΜΗ 
rpeyecKOH MY3bIKaJIbHO-TeEOpeTHYeCKOM MbICJIM, B YaCTHOCTH, C 
TpaKTaTOM HepoMoHaxa Γ[ΆΒΡΜΗΠΑ (CM. KOMMeHTapHH 16, 17 καὶ 20). 
Bo-BTropbIx, H60 OH Ob OHHM H3 HavOonee ΟΡΗΓΜΗΆΠΡΗΟ 
MbICJIALUHX MedqaroroB-My3bIKAHTOB ΟΘΒΟΘΙῸ BpeMecHH, 1H60 MpocTo 
ΠΟΡΟΠΔΠ B ΟΒΟΘΜ COYHMHEHHH HOBbIe BO33PeCHHA, ObITOBABLUHe B 
npodeccuhoHanbHow cpene. Jina ΠΟΠΤΒΕΡΆΚΠΕΗΜΗ 9ΤΟΙῸ MpHBenly 
HECKOJIbKO ΠΡΗΜΘΡΟΒ. 

Tak, ΠΡῊ oGbACHeHHH "MecTa” ABOHHOM KeHOMMbI cpenH 
HHTEpBaJIbHbIX 3HAKOB ee BCEMa ΟΠΡΟΠΟΠΆΠΗ "HH Teno, HM yx" ἡ 
3THM CaMbIM ΠΡΙΤΆΠΗΟΡ BbLICNHTb 3Ty HEBMY H3 ABYX OCHOBHBIX 
ΓΡΥΠΠ HWHTepBayIbHbIX 3HAKOB. B "“BompocooTBeTHHKe" ABOMHAA 
KeHAMMa XapakTepH3yeTCA Kak ἐλευϑέριος (“CBOOOAHDIN") 3HakK. C 
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2& τ΄". 


TOUKH 3pPpeHHA TeOpHH ΗΟΤΆΙΜΗ 3TO ΥὙΠΆΠΗΟΘ oONpesencHue, 
KOTOpoe MOBOJIBHO TOYHO OTpaxkaeT ReMcTBHe “CBOOOHOH" ἡ 
He3aBHCHMOH JBOHHOW KE€HJMMbI B MHOFOUHMCIICHHbIX COYETAHHAX C 
ΠΡΎΓΗΜΗ 3HaKaMH. TouHO TaK Xe ἩΠΟΡΡΟΗ HW KpaTHMONNOppooH 
BbIBeACHbI B "BomnpocooTBeTHMKe” Kak ἀδιάφορα ("“HeHTpanbHbie”), 
ΤΟ COOTBETCTBYCT "NOBENCHHIO" 3STHX 3HAKOB B HOTHOM TEKCTe. 

CreqoBaTenbHO, B "“BONMpocooTBeTHHKe'’ HauWIN oTpaxeHHe 
MOHCKH FpeyecKOH MY3bIKAIbHO-TeOpeTHYeCCKOH MbICJIM, HalpaB- 
JeHHble Ha MeETAIbHYIO KiaCCM*PUKAaUHIO ΜΗΤΟΡΒΆΠΡΗΡΙΧ 3HAKOB, 
TOYHeEe OTPaxKalWlWlylo OCcOGOeHHOCTH UX AeMCTBHA HW ὑποοοῦ- 
CTBYHOLUYHWO yIJIyOMeHHOMY H3yY4eCHHWO HOTALIHM, MOCKOJIbKy ΠΟΤΑΠΡ- 
Had ΚΠΔΟΟΜΦΗΚΔΆΙΙΜΗ - 3TO NyTb K Gonee OOCTOATeEbHOMY NO3Ha- 
HHW. 

Bmecte c TeM, HECMOTpA Ha TaKHe ABHO MporpeccHBHbie 
TEHJEHUHH, B HeEKOTOPbIX BOTIpocax aBTOp Hallero HCTOYHHKa 
ocTaeTca B MIeCHY COWIENPHHATHIX B 6ΙῸ BpeMs# 3aGyKOEHHH (cM., 
HanpHMep, cCOnocTaBleHHe 3Ha4¥eHHH WH Ha3BaHHH KeHAHMbI Η 
OBOMHOH Ke€HJHMbI, a TaKKE TOJIKOBaHHe ΞΤΗΜΟΠΟΙΜΗ TepMHHa τὸ 
ὀλίγον, Cp. KOMMeHTapHii 12). 

CopepHI€HHO ACHO, 4TO "BoMmpocooTBeTHHK' OTpaxKaeT COcTos- 
HHe rpeyecKOTO My3bIKO3HaHHA BTOpoM ΠΟΠΟΒΜῊΡΙ XVIII Bexa B 
nee W3yY4YCHHA ApeBHeH HOTALHM, KOTOpOM MpeACTOAIO OCTaBaTbcs 
B MY3bIKAIbHOH MpakTHKe JOBOJIbHO HEMPOAOJDKHTeENbHOe ΒΡΟΜΗ, 
u60 yxe Hefawiek Obul 4yac BBeAeCHHA B MY3bIKAJIBHbILIH OONXOL 
[peyeckon IIpapocnaBHon LlepKsu “Hosoro metoga’. 

Texct “BonpocooTBeTHHMKa" HanmvcaH rpaMOTHbIM MHCLIOM HV B 
HEM HeT 3HA4YHTEJIbHbIX NMorpeusHocteh. [lostomy a gaiw ero 663 
HCNpaBeHHH - TaK, KaK OH H3JIOXKeH B PyKONHCH. 
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Chapter Κ΄. 


"The Question-and-Answer Dialogue" 
from Athos 


(Greek 239) 


Among the 42 codexes of Porphyry Uspensky's collection only 
one cotains the text which directly deals with the history and theory 
of music on nearly all its folios.It is Greek 239 purchased by 
Porphyry Uspensky on Athos!. The manuscript is bound in 
cardboard and though several folios have already come loose, it is 
still in fairly good condition. It consists of 130 folios (206x151), some 
of them being blank: 2-4, 24v.-26, 35-58, 127v. -130. The water- 
marks are: a bugle with a countermark GMT (unfortunately, the 
bugle of such form is not registered in the publications devoted to 
the description of watermarks). The manuscript can _ be 
approximately dated the third quarter of the XVIII century. Its great 
value was immediately noticed by J.-B.Thibaut who published some 
of the texts in his book (see below). 

In the upper part of fol.1 there is a record in Greek: 


"Βιβλίον τοῦ Ἰωάννου ἀναγνώστου Γεωργίου Σαμίου 
περιέχων τὸ εἱρμολόγιον τὸ σύντομον κατὰ τὸ ὕφος τῆς 
(Κωνσταντινου)πόλεως". 


Its Russian translation is also given here: 


l Oryver Ημπερατοροκοῦ Ny6nuuHon OuGinorekn 3a 1883 roa, 82-83, N 5 
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“KuHura HoauHa avarHocta (Yteya) Teoprua Camocua 
COMe€pXKHT HPMONOr, yYKOPpOYeHHbIN No MeTogse 
KoHcTaHTHHOMOMbCKHH (sic)" 


“The book of John the Anagnost (the Reader) of 
Georgios of Samos contains the heirmologion, 
shortened by the Constantinople Method" 


And then: 


“A TiIpHoOpeteHa oHa ApxHmManpuTom TopdupHem 
YcneHCKHM Ha Adoue" 


"It was purchased by Archimadrite Porphyry Uspensky 
on Athos" 


The first text of the codex (fol. 5-6v.) is the following: "Oadya τῆς 
ὑπεραγίας δεσποίνης ἡμῶν Θεοτόκου ἐν τοῖς μέρεσι τοῖς ἀνατολικοῖς 
μοναστήριου ὑπῆρχεν ἐπονομάζομενον ἡ μεγάλη ἀντίληψις " - “The 
miracle of Our Holy Lady, the Virgin, which is called " the Great 
Comprehension" and took place in the Eastern part of the 
monastery". This is a well-known legend about one of a miracles 
performed by the Virgin: a certain man, Roman by name, who had 
an awful voice from birth, owing to the miracle became a wonderful 
singer and was nicknamed "Sweetsinger". This story can be found in 
many lists2. 

The succeeding text of the manuscript (fol.6v.-10v.) is equally 
famous:"Ainynots Ex τοῦ βίου tod μεγάλου μαΐστορος τῆς μουσικῆς 
τέχνης κὺρ Ἰωάννου τοῦ Κουκουζέλη"-" The Hagiography of 
loannes Koukouzeles, the Great Master of Musical Art”. Eight 
copies of this story are known to researchers at present. The most 
ancient of the copies - the one from the library of Leimonos 
monastery on the isle of Lesbos - was described by A.Papadopoulos- 
Kerameus? at the end of the last century. Four copies date from the 


2 See, for example: Halkin F.Bibliotheca hagiographica graeca. T.II]. Bruxelles 1957, 
67; Delehaye H. Propylaeum ad Acta Sanctorum. Bruxelles 1902, 95-96; Lampsides 
O. Uber Romanos den Meloden -ein unverdffentlicher hagiographischer Text// BZ 
61, 1968, 36-39 and other. 
Παπαδόπουλος- Κεραμεὺς A. Μαυρογορδάτειος βιβλιοϑήκη. Ἐν ΚΠόλει 1885, 108- 
109. 
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XVIIth century: Codex Panteleimonus 80] (1613)*, Codex Lavra I 23 
(1618)5, Codex Lavia I 45°, Codex Marcianus Graecus VII 
4l(coll. 1468)’. There exist two manuiscripts from the later periods®. 
Several variants of the Hagiography were even published?.The eighth 
manuscript text of this source is Greek 239. It has more than once 
attracted the attention of musicologists. P. Syrku published its 
Russian translation!® and R. Palikarova Verdeil - the French one!!. 

On fol. 11-15 of Greek 239 one can find " Ἐρωταπόκρισις περὶ 
τοῦ τί ἐστὶν χειρονομία" - "The Question - and - Answer Dialogue on 
What is Cheironomia", published by J. -B. Thibaut!?. The variants of 
this text from such famous manuscripts as Codex Lavra 1656, Codex 
Vaticanus Graecus 872 and Codex Jerusalimitanus 332'3 have already 
been publilshed. The second part of the given book includes one 
more copy of this text from RAIC 63 (fol. 47v.-48) with all versions 
of the abovementioned manuscripts. 


On fol. 15v.-17 of Greek 239 there is " Ἑρμηνεία τῆς παραλλαγῆς 


τοῦ Κουκουζέλη τοῦ τρόχου"- "The Exposition of the Parallage of 
Koukouzeles’ Wheel". This "Exposition" was also published in J.-B. 
Thibaut's book!4. In addition, it is known from Codex Lavra 1656'°. 


4 Lambros δ. Catalogue of the Greek Manuscripts on Mount Athos. Vol. I]. Cambndge 
1900, 436. 

Eustraniades §$.,Spyridon on the Laura. Catalogue of the Greek Manuscripts in the 
, Library of the Laura on Mount Athos. Cambridge. 1925, 175. 

Ibid., 182. 

Mioni El.(ed.) Codices graeci manuscripti: Bibliotheca divi Marci Venetiarum. T. If. 

Rome 1960, 92-94. 
8 Lambros S. Op. cit. Vol.1,145; Vol. 11,325. 
9 See for example: ᾿Ακολουϑία: ἀσματικὴ καὶ ἐγκώμιον τῶν ὁσίων καὶ ϑεοφόρων 
πατέρων ἡμῶν τῶν ἐν τῷ ᾿Αγίῳ “Oper τοῦ “AS@ διαλαμψάντων. Ἔν Ἑρμουπόλει 
1847, 82-84. ᾿Αγάπιος μοναχὸς τοῦ Κρῆτος. ᾿Αμαρτωλῶν σωτηρία. Βενετία 1889, 
292-294. Λαμπαδάριος Σ. Κρηπὶς, ἤτοι νέα στοιχειώδης διδασκαλία τοῦ ϑεωρητικοῦ 
καὶ πρακτικοῦ τῆς ἐκκλησιαστικῆς μουσικῆς. Ἔν ΚΠόλει 1890, 47-50. δΔουκάκης K. 
Μέγας συναξαριστὴς πάντων τῶν ἁγίων. ᾿Οκτώβριος. Ἔν ᾿Αϑήναις 1895, 11-13. See 
the survey of the Hagiography manuscnpts and of their publications in the 
dissertation: Williams Ed. John Koukouzeles’ Reform of Byzantine Chanting for 
Great Vespers in the Fourteenth Century. Yale University, Ph. Ὁ. 1968 
(manuscript) , 320-388. 
Cupxy Π. KutTwe WoanHa Kyky3ea kak MCTONHHK Mia OosrapcKoh ucTopun// 
KypHan Munctepersa Haposauoro Ipocseuenus 282, 1892, 132-134. 
Palikarova Verdeil R. La Musiqgie Byzantine...., 195-200. 
12. Thibaut J.-B. Monuments..., 87-88. 
13. Tardo 226, 164-165. 
14 Thibaut J.-B.Monuments....,89. 


The reader of the present book will be able to find it in RAJC 
63(fol.50v., see Part If). 

Folios 27-34v. of Greek 239 contain the famous monument of 
Byzantine musicology " Eppnveta κυροῦ Μανοὺλ τοῦ Χρυσάφη 
περὶ τοῦ τί ἐστὶ φϑορὰ" - "The Exposition of What is Phthora 
by Manuel Chrysaphes". This text can also be found in the book of 
J.-B. Thibaut!®. 

Beginning from fol. 59 of Greek 239 the reader will find 
“ἙἝ μολόγιωον σύντομον ποιηϑὲν παρὰ τοῦ μουσικολογιωτάτου 
κὺρ Πέτρου πρωτοψάλτου τοῦ Βυζαντίνου, ὅπερ περιέχει 
εἱρμοὺς τῶν δεσποτικῶν καὶ ϑεομητορικῶν ξορτῶν καὶ 
ταξομέόνων ἁγίων καὶ ὅλου τοῦ ἐνιαυτοῦ " - “The concise 
heirmologion, created by the most illustrious in music Peter 
Byzantios, the protopsaltos, which contains heirmoi of Our Lord and 
Our Lady feasts, and also the established [feasts] of the saints and of 
the whole year”. 

However, this codex contains a text on musical theory (fol. 17- 
24) which has never been given attention by publishers and 
researchers. Moreover, even Porphyry Uspensky, the owner of the 
codex, inventorying the contents of the manuscript, did not include 
this small but very important and interesting work in the list of its 
contents!7. Porphyry Uspensky does not seem to have had any idea 
of there being a separate text on musical theory between "The 
Exposition of the Parallage of Koukouzeles’ Wheel" and the treatise 
of Manuel Chrysaphes in the codex. Though this text is written in 
what is usually called Modern Greek, it deals. with the musical 
theory of the past. This circumstance allows us to include it in the 
“Petersburg Theoretikon". 

Its title is "ΕἘρωταπόκρισις τῶν φωνῶν " - "The Question-and- 
Answer Dialogue on Interval Signs”. 

First of all, it is necessary to note the original form of “The 
Dialogue”. In all well-known examples of προϑεωρία the dialogue 


15 
16 


Tardo 227-228. 

Thibaut J.-B. Monuments...., 89-92. As is known, the autograph of Manuel 
Chrysaphes has already been published: The Treatise of Manuel Chrysaphes the 
Lampadanos, edited by Dimitn E. Conomos (Monumenta Musicae Byzantinue a 
Carsten Hoeg condita. Corpus scriptorum de re musica. Vol.II). Wien, 1985. 
flopupuua Yenexrcxuu. WWepsoe ttyreiiectaue B AcbOHCKHe MOHACTbIPH HW ΟΚΗΤΡΙ. 
Yactp I]. Ormenenve propoe. Mocksa 1880,87. 
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form arises sporadically and is often broken."The Dialogue” from 
Greek 239 is not npoSe@pia, but a separate theoretical work where 
the dialogue form is maintained throughout the whole text. 
Moreover, this dialogue is rather unusual. 

It has always been customary for a pupil to ask questions and for 
a teacher to answer them, which is quite natural, since it is the 
teacher, enriched with knowledge, who is to answer the pupil's 
questions. The majority of mediaeval monuments on musicology 
have followed this tradition. But here we have the opposite case.The 
Teacher - Δ[ιδάσκαλος] asks questions, and the Pupil - Μί[αϑητής) 
answers them. The effect is like being present at an examination 
when the Teacher is testing the Pupil by asking questions. 

Most likely, though, this dialogue proves that the form of a 
dialogue, having been used in teaching for a long time, turned into a 
traditional genre which became so formal, that it did not matter 
whether the logic of the Teacher-Pupil discussion was followed or 
not. The only thing that mattered was to keep the outward form of 
the dialogue, that is, “question and answer ", while the distribution 
of parts in it became fairly free. And our "Dialogue" is a good 
evidence of it. Nothing will change in its meaning if the Pupil starts 
to ask questions and the Teacher answers them!®, 

The text of "The Dialogue " is also unusual. 

Since Byzantine times theory in musica practica is known to have 
consisted of notation rules only. All that had been inherited by 
Mediaeval musicology from Ancient Greek musical science - the 
knowledge about specific features of a musical sound, its distinction 
from a non-musical sound, the theory of intervals, genera, system - 
all this in Byzantium passed into the domain of musica speculativa, 
which belonged to guadrivium, and in the broad sense, to the system 
of general education. Musica practica turned to this material very 
rarely, selecting from it only what was directly related to musical 
practice. Thus, the theory of notation assumed a part of the universal 
musical theory in musica practica (moreover, very often notation was 
identified not only with theory but with music itself; see comment 


[8 The traces of such transformation can be met in the musicological monuments 


which are even earlier than “The Dialogue” from Mount Athos. In this connection 
we Can note a passage from the treatise by Pseudo- Damascene, where the Teacher 
also puts questions to the Pupil ( see the text of this work from RA/C 63, fol. 44, 
published in the second part of the present book). 
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2). 

Such was the situation which for a long time remained in the 
Post-Byzantine period. Due to this fact notation is always given in 
full in most sources, for it embodied the theory of music per se. 
Notation could be described briefly or extensively, but it always 
touched upon three basic spheres of notation theory, namely: 1) 
interval signs, 2) the great hypostases, and 3)the system of echoi. As 
a whole, they represented the complex of information necessary to 
master the skill of reading notation text. 

However, the title of "The Dialogue " from Greek 239 implies that 
the work contains not the entire theory of music (that 1s, of 
notation), but only that part of it which deals with interval signs ( 
φωναί ). And indeed, the whole dialogue between the Teacher and 
the Pupil is focused on interval signs exclusively. Even when the 
great hypostases are discussed, it is only their relation to interval 
signs that is touched upon here. Thus, the interlocutors' attention is 
drawn to the various forms of the “sounded” neumes appearing in 
the text. 

It is true that there is a small section about phthorai on the last 
folio of “The dialogue". However, there is every reason to consider it 
a later addition, by no means done by the author himself. The 
section about phthorai springs up in the text rather unexpectedly, 
following the material concerning interval signs. In accordance with 
the tradition, between the description of interval signs and the 
phthorai there should be section dealing with the great hypostases 
and the martyria of echoi, which only then should be followed by 
the information about phthorai. However, we do not find any 
intermediate sections whatever, which is senseless in itself (from the 
standpoint of musical theory and musical teaching). The irrelevance 
of the section about phthorai in the text makes it look somewhat 
detached from the rest of the material, which is also proved by its 
composition: the alternation of questions and answers ceases. After 
the first question ("How many phthorai are there..."), inserted here 
apparently to make the translation look more natural, an ordinary 
narrative text follows, which has nothing in common with the 
dialogue between the Teacher and Pupil. The contents of this closing 
section is not reflected in the title of the whole treatise which says 
quite explicitly that "The Dialogue" deals with interval signs ( φωναί) 
only. 
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All this is the evidence of the phthorai being but a clumsy 
insertion made by a scribe ( at any rate not by the scribe of Greek 
239), which is at variance with the author's intention to discuss the 
problems of interval signs only in “The Dialogue”. 

Such subject-matter of the work is likely to have been caused by 
the demands of musical pedagogics. And indeed, to know the 
sounded" signs and their interval value, to be able to recognize the 
graphic shape of each sign quickly and correctly, and to understand 
clearly the essence of their inter-action with other neumes when they 
form numerous conjunctions, - all this was so important for 
mastering notation that without this kind of knowledge and practical 
skills related to it, the complexity of notation remained inaccessible. 
Interval signs formed the kernel of the notation system. Without 
them the great hypostases and the martyria of echoi became 
meaningless. 

In academic life such situation resulted in paying most of the 
attention to learning interval signs, which, in its turn, could 
predetermine the appearance of a Separate theoretical writing 
devoted exclusively to interval signs. 

Such must have been the circumstances which favoured the 
composing of “The Dialogue" in Greek 239. 

What can be said about its author ? 

As the analysis of the contents of “The Dialogue” shows, its author 
must have been well acquainted with the best achievements of Greek 
musical theory and with the treatise by Hieromonachos Gabriel (see 
comment 16, 17 and 20). Besides, he must have been one of the 
most original teaching musicians of his time, or, maybe, he just gave 
expression to the new ideas current among the contemporary 
professionals. Here are several examples to prove this suggestion. 

Whenever "the place" of the dyo kentemata among the interval 
signs was explained, they were always qualified as "neither a body, 
nor a spirit", thus being distinguished from the two basic groups of 
interval signs. In "The Dialogue" the dyo kentermata are 
characterized as ἐλευϑέριος (“free”) symbol. From the standpoint of 
notation theory it is an apt definition, expressing rather precisely the 
functions of the "free" and independent dyo kentemata in the 
numerous conjuctions with other signs. Similarly, the hyporroe and 
the kratemohyporroon are specified as ἀδιάφορα (“neutral”) in "The 
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Dialogue” which also corresponds to the “behaviour” of those signs in 
notation text. 

Hence, "The Dialogue" contains the search of Greek musical 
theory thinking for a more detailed classification of interval signs, 
reflecting the specific features of their functioning more precisely 
and favouring the deeper study of notation, for a more detailed 
classification is the way to a more profound knowledge. 

At the same time, notwithstanding such progressive tendencies, in 
some questions the author of this source is still under the delusions 
which were widely spread in his time (see, for example, the 
comparison of values and names of the kentema and the dyo 
kentemata, as well as the etymological interpretation of the term τὸ 
ὀλίγον, compare with comment 12 ). 

It is quite clear that "The Dialogue” reflects the state of Greek 
musicology of the second half the XVIIIth century. as concerns the 
study of ancient notation, which was to remain in musical practice 
but for a short period of time, since there was not too much time 
left before “The New Method" was to be introduced into the musical 
practice of Greek Orthodox Church. 

The text of "The Dialogue” was written by a skilful scribe without 
any gross errors. .Therefore I give it in the manuscript version 
without any corrections on my part. 


17. 


[7ν. 


17 3akas we 2443, 


A. 


Codex Petropolitanus Graecus 239 
(fol. 17-24). 


Ἐρωταπόκρισις TOV φωνῶν. 


f 2 5 f 
Τι ἐστὶ μουσικὴ 5 


᾿ ° ἕ & ~ ? 3 ᾿ ow ᾿ 
Μ. Movoikn εἶναι τέχνη ὁποῦ γίνεται ἐξ ἀριϑμῶν καὶ 


Δ. 


ἁρμονιῶν, 
ὅλη καταγινομένη περὶ τοὺς ϑείους ὕμνους. 
Ποία εἶναι ἣ ἀρχὴ τῆς μουσικῆς ; 


ul 4 u Ἐν \ 6 ~ v Ἅ. 2 
5. M. Σημάδια τινὰ φωνητικὰ τε καὶ ἄφωνα, TA ὁποῖα, ἂν τὰ OV— 


10. 


5 ~ 
ομάσῃ τινὰς καὶ στοιχεῖα, δὲν σφάλλει. 


A. Πῶς δὲ στοιχεῖα; 


A , 2 
Μ. Διατὶ ἐκ τούτων εὐγαίνει ἅπασα ἡ μουσική, καὶ εἰς αὑτὰ πά- 


Δ. 


λιν ἀναλύεται 7] μᾶλλον εἰπεῖν οἰκειότερον, ὅτι στοιχεῖον 

εἶναι ἐκεῖνο, ἀφ ᾿ οὗ πρῶτον γίνεται τί, καὶ εἷς τὸ τέλος 
ἀναλύεται. 

Ποῖον ἐξ αὑτῶν τῶν σημαδίων ἤ στοιχεῖον εἶναι 

τὸ πρώτιστον ; 


Μ. Τὸ ἴσον δ... 


15. Δ. Τοῦτο τὸ ἴσον ὁποῦ λέγεις, φωνῆεν εἶναι ἥ ἄφωνον ; 
Μ. Καὶ φωνῆεν ὑπάρχει, καὶ ἄφωνον. 


5. 


Δ. 
Μ. 


Δ. 


Μ. 


Μ. 
A. Διατὶ ὀνωμάσϑη ἴσον, καὶ οὐχὶ ἀλλέως ; 


Διατὶ οὕτω διπλὰς ἔχει τὰς ἐνεργείας; 
“Or παρὰ τὸ ψάλοντι κεῖται, ἡ ἄφωνον νὰ τὸ σιαπε-- 
ράσῃ ἐν ἴσῳ, ἀριϑμῷ ἢ φωνῆεν, δηλαδή, ὅταν Θε(ὸς) 
ἀνάγει αὐτὸ ἤ μίαν φωνήν, ἤ πολλαί, καὶ πάλιν τέ- 
χνὴ αὕτως τὸ κατάγει εἰς τὸ ἴδιον μέτρον, ὅπερ ἤρξατο. 
Διατὶ πρώτιστον στοιχεῖον ἥ νὰ εἰπῶ σημάδιον εἶναι τὸ 
ἴσον; 
Ἐπειδὴ ἀναγκαίως πρέπει νὰ εἶναι, καὶ εἷς τὴν ἀρχὴν τῆς 
μουσικῆς, καὶ εἷς τὴν μέσην, καὶ εἷς τὸ τέλος ὡς πάντων ὑπε- 
ρέχον τῶν ἄλλων σημαδίων. 


es ~ - fd 
A. Metpettat τοῦτο τὸ ἴσον ἤ φωνεῖται μόνον ἄνευ τινὸς 


μέτρου ; 
- ¢ a mw ~ f 
Φωνεῖται μεν, OD μετρεῖται OE. 


10. Μ. Ὅτι φυλάττει τὴν ἰσότητα ἁπάσης τῆς μουσικῆς. 
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A. 


M. 


IOLA. 


15.Δ. 
Μ. 


Καὶ λοιπὸν τοῦτο τὸ ἴσον ἤ ἐτέϑη εἷς τὴν μουσικὴν ἢ δὲν 
ἐτέϑη φαίνεταί μοι νὰ μὴν ἧναι ἀναγκαῖον, ὡς ἄχρηστον ; 
Οὐχί, μάλιστα πολλὰ ἀναγκαῖον διότι χωρὶς τούτου 
οὐδέποτε 
κατορϑοῦταιαι φωνή. 
Ποῦ συντάττεται αὑτὸ τὸ ἴσον, εἷς τὰ ἀνιόντα στοιχεῖα, ἤ 
εἰς 
τὰ κατιόντα ;; 
Μήτε εἷς τὰ ἀνιόντα, μήτε εἷς τὰ κατιόντα, ἀλλὰ φυλάττει 
τὴν ἰσότητα καὶ εἷς αὑτὸ ἵσταται, ἕως ἂν τεϑῇ κἀ(ν)ένα 
ἀπὸ αὐτὰ τὰ στοιχεῖα, δηλ(αδὴ) σημάδια, ἤ ἀνιόνίτα) ἤ 
κατιόν(τα). 
Ὅταν δέ τύχωσι πολλὰ ἴσα, τί πρέπει νὰ γενῇ δι αὑτά ; 
ὅλα ἀνάγοντα ἥ μόνον τὰ μερικά ; 


ἜΤ , ᾧ -. , 
. Τάξις εἶναι εἷς τὸν ψάλλοντα, ὁπόταν εὑρεϑῶσιν ENEKELVAL 


ἀπὸ τὰ τρία ἴσα, νὰ ἀνάγῃ τὰ μερικά, καὶ πάλιν νὰ τὰ 
-' a ἢ , 
κατάγῃ, EWS νὰ ἐμπέσῃ εἷς τὸν ἴδιον ῥυϑμόν, ὅϑεν ἤρξάτο. 
9 ? \ 9 
Εἰς πόσας φωνὰς δύναται ὁ ψάλλων νὰ ἀναβιβὰσῃ τὸ ἴσον ; 


. Εἰς ὅσας ϑέλει, πλὴν τόσας πάλιν χρειάζεται κατιούσας, 


ὁποῦ 
νὰ εὕρη ἐκεῖνο τὸ ἴσον, ὅπερ τὸ πρῶτον ἄρχησεν. 
᾽ ~ ~ - f 

Αὐτὰ λοιπὸν τὰ σημάδια τῆς μουσικῆς, ἢ στοιχεῖα, ποσα 
εἶναι τὸν ἀριϑμόν, τόσον ἀνιόντα, ὅσον καὶ κατιόντα ; 
Δέκα καὶ τέσσαρα ἅπαντα ἄνευ ὅμως τοῦ ἴσου. 
Πῶς καὶ τί λογῆς ὀνομάζονται ; 

Ὀλίγιν — ὀξεῖα, πετασϑή ed κούφισμα Bm, πελασϑόν 
δύο κεντήματα Νὰ κέντημα ἡ ὑψηλή £ ἀπόστροφος ὃ) δύο 
ἀπόστροφοι σύνδεσμοι )) Gnoppon SF 


κρατημοῦπόῤῥοη fey 


ἐλαφρόν FA καὶ χαμηλή ῬΡς. 
Ποίαν ἐνέργειαν ἔχουσι ταῦτα ; 
᾿Ανάγουσι τὴν φωνὴν τοῦ ψάλλοντος καὶ κατάγουσιν 
αὑτήν, καὶ 
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18v. M. 


17" 


20. 


10. 


15. 


20. 


μελωδίαν φέρουσι, καὶ σχηματισμόν, καὶ ἡδυτάτην 
ἁρμονίαν. 


Δ. Εἰς πόσα διαιροῦνται αὐτὰ τὰ στοιχεῖα, ἥ νὰ εἰπῷ σημάδια ; 

Μ. Εἰς ἀνιόντα καὶ κατιόντα. 

A. Ποῖα εἰσὶ τὰ ἀνιόντα καὶ πῶς ὠνομάζονται ; καὶ πόσα εἶναι 
τὸν ἀριϑμόν ; 

Εἰσὶ μὲν ὀκτώ, καλοῦνται δὲ ὀλίγον . ὀξεῖα YY πετασϑή ed 


κούφισμα By πελασϑόν Ὑ δύο κεντήματα νὰ κέντημα XN 


καὶ ὑψηλή Δ. 
LU ᾿ ᾿ ᾿ ld ~ A - ᾿ f 
A. [loom δε εἰσι κατιόντα στοιχεῖα, καὶ πῶς ὀνομάζονται ; 
as é 5 ww ᾿ 
Μ. Ἕξι τὸν ἀριϑμόν᾽ καλοῦνται δὲ ἀπόστροφος ) 


δύο ἀπόστρο-- 


φοι σύνδεσμοι >} ἀποῤῥοή LF κρατημοῦὔπόῤῥοον ῳ 
ἐλάφρον ΚΖᾺὰ 


4 f 
καὶ YOAPNAN δῆς: 
a ro - a ld \ s 4 ~~ \ > i 

A. “Hdn ὅμως εἰπέ μοι κατὰ μέρος, καὶ πρῶτον τὰ ἀνιόντα on- 

μάδια, εἷς πόσα διαιροῦνται ; 
Μ. Εἴς τρία, εἰς σώματα, εἷς πνεύματα καὶ εἰς ἐλεύϑερα. 
Δ. Ποῖα καὶ πόσα εἰσὶ τὰ σώματα ; 
Μ. Πέντε, τὸ ὀλίγον .-κ ἡ ὀξεῖα Y ἣ πετασϑή 45 τὸ κούφι-- 


σμα Bae καὶ τὸ πελασϑὸν Y. 
Δ. Ποῖα δὲ τὰ πνεύματα καὶ πόσα εἶναι ; 


Μ. Δύω τὸ κέντημα Ν καὶ ἡ ὑψηλή Δ. 

A. Τὰ δὲ ἐλεύϑερα ποῖα εἰσίν ; 

Μ. Τὰ δύω μόνον κεντήματα ΑΝ. 

Δ. Ποίαν διαφορὰν ἔχουσι τὰ ἀνιόντα πνεύματα ἀπὸ τὰ 
σώματα αὑτῶν ; 

Μ. “Ort τὰ μὲν σώματα ὑποτάσσονται ὑπὸ τῶν ἰδίων τῶν πνευ-- 
μάτων καὶ μένουσι παντελῶς ἀνενέργητα καὶ ἄφωνα, Ka- 
ϑὼς ἀπὸ τὸ σῶμα ὅταν ἐξέλϑῃ ἡ ψυχὴ ( ὁποῦ εἶναι πνεῦμα) 
μένει πλέον ἐκεῖνο νενεκρωμένον καὶ ἄφωνον, οὕτω καὶ τὰ 
σώματα τῶν ἀνιουσῶν φωνῶν. 
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5. M. 
A. 
M. 
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A. 
M. 
Δ. 
15. 
M. 
20.A 
M. 
Dye 


= 


Ὺ >» @ 
“-,Ὠι 


Πῶς καὶ τίνι τρόπῳ ὑποττάτονται τὰ ἀνιόντα σώματα ὑπὸ 
τῶν 
πνευμάτων αὑτῶν ; 
“Ὅταν τεϑῶσι τὰ πνεύματα ἔμπροσϑεν τῶν σωμάτων ἥ ὑπο-- 
κάτωϑεν αὑτῶν, οὕτως, ὡς ἐνταῦϑα φαίνεται καταστρω-- 


μένα em .- ζ as en ζω 

Τὰ δὲ ἐλεύϑερα κεντήματα πῶς ; 

Αὐτὰ εἶναι οὔτε ὑποτάσσονται, οὔτε ὑποτάσσουσι κἀνένα 

στοιχεῖα, ἀλλὰ παντὶ ἀδιάφορα εἰσί. 

Εἷς ποῖον μέρος κλίνουσι περισσότερον τὰ δύω κεντήματα, 

εἷς τὰ σώματα ἢ εἷς τὰ πνεύματα ; : 

Εἰς τὰ σώματα κλίνουσι, πλὴν οὐκ ὅλως, ἀλλὰ μερικῶς. 

Εἰπέ por τοιγαροῦν πόσας φωνὰς ἔχει τὸ Ka ἕν στοιχεῖον, 

ἤ σημάδιον τῶν ἀνιουσῶν ; 

Τὸ μὲν ὀλίγον .-- μίαν᾽ ἡ ὀξεῖα σ΄ μίαν ἡ πετασϑή ed 
μίαν- 


A f f ° 4 , ‘ 4 ? 
TO κούφισμα Qe μίαν τὸ πελασϑὸν Y μιὰν - τὰ do κεν -- 


τήματα WN μίαν- τὸ κέντημα VN δυω: καὶ ἡ ὑψηλή 4 
τέσσαρες. 
γίνονται ἅπασαι αἱ ἀνιοῦσαι, δώδεκα φωναὶ τὸν ἀριϑμόν. 
Πῶς τὰ δύω κεντήματα μίαν ἔχουσι φωνήν, τὸ δὲ ἕν 
κέντημα δύω ; 
Ἐπειδὴ καὶ μερικοὶ ἀπὸ τοὺς ποιητὰς ἐδίδαξαν τὰ δύω 
κεντήματα, νὰ εἶναι περισσότερον μὲ τὰ σώματα, καὶ ὄχι 
μὲ τὰ πνεύματα. διὰ τοῦτο ἔχουσι μίαν φωνὴν ὡς μέρος ἐκ 
τῶν σωμάτων καὶ μέρος ἐκ τῶν ἐλευϑέρων. τὸ δὲ ἕν 
κέντημα, ὡς τιμιώτερον ἀπὸ τὰ σώματα, ἐτάχϑη νὰ εἶναι 
μετὰ τῶν πνευμάτων, καϑὼς, καὶ ἡ ψυχὴ εἶναι ἀνωτέρα τοῦ 
σώματος: ὅμως ἂν εἱποῦμεν πλέον σαφέστερον, ἡ μία φωνὴ 
τῶν δύω κεντημάτων εἶναι περισσοτέρα καὶ πλέον 
δυνατοτέ- 
pa εἰς τὰ ὕψη παρὰ αἱ δύω φωναὶ τοῦ ἑνὸς κεντήματος, κα-- 
Sac δηλαδὴ καὶ οἱ τοῦ χαλκέως δύω Gokul, ὅταν ἀπὸ 
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20. 


10. 


15. Δ; 
Μ 


20.4.2 


Μ. 


10. A. 
Μ 


μίαν καὶ τὴν αὑτὴν ὁπὴν ἐκδίδωσι τὸν ἀέρα εἷς τὸ πῦρ, εἶναι 
δραστικώτερος καὶ πλέον σφοδρότερος ξκεῖνος ὁ ANP τῶν 
δύω 
ἁσκῶν παρὰ τοῦ ἑνὸς καὶ μόνου ἀσκοῦ. ἔτζι εἶναι καὶ ἡ φω-- 
νὴ τῶν δύω κεντημάτων, ἡ ὀποῖα πλέον ὑψηλὰ ἀνέρχε-- 
ται καὶ πλέον κρότον δίδει ἀπὸ τὰς δύω φωνὰς τοῦ ἑνὸς 
κεντήματος. 
Τὸ ὀλίγον ...- πῶς δὲν ὠνομάσϑη ἀλλέως, ἀμὴ ὀλίγον ; 
“OTL ὀλιγωτέρον φέρει τὴν φωνὴν ἀπὸ τὰ ἄλλα σώματα, 
κατὰ 
τὴν ἐπωνυμίαν ὁποῦ ἔχει: δηλαδὴ ἰσόμετρον καὶ ὄχι νὰ 
ἀνάγεται εἷς τὸ ὕψος παρὰ τοῦ δέοντος, ἀλλὰ μιᾶς μόνον 
φῶς- 
νῆς δύναμιν ἔχει καὶ τὴν περισσότερον. 
Ἡ δὲ ὀξεῖα, πῶς ἕτζι ὠνομάσϑη ; 
Διατὶ αὑτὴ πολλὰ ὀξέως ἀνέρχεται εἷς τὰ ὕψος, ὥστε 
φαίνεται 
τότε, ὅτι ἔχει πολλὰς φωνὰς εἷς τὸν ξαυτόν της, καὶ μά-- 
Mota ὅταν τύχῃ μετὰ τοῦ ψη(φι)στοῦ ~My ἡ ὁποία πάλιν 
μὲ τρόπον 
ἐπιτήδειον καί σύντομον φέρει τὸ ψάλλοντα εἰς τὸ ἴδιον 
ῥυϑμὸν καὶ μέλος. 
Ἢ δὲ πετασϑή 4 πῶς τὴν αὑτὴν ἔλαβεν ὀνομασίαν ; 
Ἐπειδὴ καὶ αὑτὴ κύκλω περιφέρει τὴν φωνὴν εἷς τὰ ὕψη 
καὶ ἐκ τῶν κάτω μεγάλως ἀνάγει αὑτὴν εἷς τὰ ἄνω, ἀπο-- 
δείχνυσα ταύτην ὡσὰν πετροειδῆ, καὶ μέλος ποεῖ 
ἐναρμόνιον 
καὶ πολλὰ μετάρσιος γίνεται, νομιζομένῃ, ὅτι ἔχει πλείονας 
φωνάς. 
Τὸ δὲ κούφισμα Qa πῶϑ οὕτως ὠνομάσϑη ; 
᾿Απὸ τῆς ἐν τῇ φω νῇ τάσεως, κοῦφον δὲ λέγεται ἢ κούφισμα, 
ἐπειδὴ καὶ ἐλαφρῶς καὶ ἡσύχως ἀναβιβάζει τὴν φωνὴν χωρὶς 
τινὰ τόνον. 


A. Τὸ δὲ πελασϑὸν Y διατὶ οὕτως ὠνομάσϑη ; 
- ~ a τ-- “ 7 . ~ ἢ ᾿ 
15. Μ. Διατὶ τὰ δευτερεῖα ἔχει τῆς πετασϑῆς: ὡσὰν ὁποῦ καὶ αὑτὸ 


εἰς ὕφος 
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f ‘ ~ 2 " 
ἀνάγει τὴν φωνὴν παρὰ τοῦ δέοντος καὶ κρότον πολὺν φέρει, 
καὶ 
, .! ? 4 ~ 4 ? ᾿ “ 
μάλιστα ὅταν τύχῃ μετὰ παρακλετικῆς καὶ δύω ἀποστρόφων 


καὶ τρομικοῦ 2, 
A. Πῶς καὶ τί λογῆς πελασϑὸν ἔχει τὰ δευτερεῖα τῆς πετασϑῆς, 
20. καϑὼς ἀνωτέρω εἶπας ; 
Μ. Ἔπρεπε νὰ ὀνομασϑῇ τέτοιας λογῆς, ὡς σύμφωνον τῆς 
πετα-- 


~ ἐν “ω 1 ~ ε- A 
σϑῆς, δηλαδη ἀφαιρεῖται τὸ πᾶν στοιχεῖον fs καὶ 


προσϑέσει 
we ~ f , 1 
τοῦ Aap Pda A γίνεται πελασϑόν, αὑτὴ πετασϑόν, ὅϑεν καὶ 
ἃς. ἡ 3 U Yi \ haf “ δ᾽ Ὁ ° 
20y. ἴδιας ἐνεργείας EXEL, πλὴν ὀλίγων τινῶν, εἰς ὅσα εἶναι 
χρήσιμος ἣ πετασϑὴ καὶ οὐχι τὰ ὅλα. 
§ wt f s © δ 4 ~ 
A. To δὲ κέντημα καὶ ἢ ὑψηλη πῶς ; 
A * A 5 
M. Περὶ μὲν τούτων εἴπομεν, ὅτι εἰσὶ πνεύματα, καὶ αὑτὴν τὴν 
εἰκόνα 
~ ~ Ἕ : u 
5. τῆς ψυχῆς φέρουσι: καϑάπερ οὖν ἐκείνη ἀϑάνατος ὑπάρχει, 
οὕτω 
καὶ αὑτά, πάντα ἀνυπότακτα τυγχάνουσι καὶ τὰ ἴδια 
σώματα 
> ~ φ 2 td 2 wt ld 
«αὐτῶν ὑποτάσσουσιν, OTav ἔμπροσϑεν ἡ ὑποκάτωϑεν, 
ὥσπερ ἔφημεν ἀνωτέρω. 
? ΡΞ fw ~ 
A. Καὶ λοιπὸν ἀνίσως τὰ πέντε στοιχεῖα ἤἥ σημάδια τῶν 
ἀνιουσῶν 
7 a i fo f or 
10, εἶναι σώματα καὶ ἔχουσιν ἀπὸ μίαν φωνήν, τί ἀνάγκη εἶναι 
νὰ 
f é 
καταστρώνωνται ὅλα εἷς τὴν μουσικήν 3 ἠμπορουσε ( χάριν 
a ΄ ἢ, 
AOYOU) 
ἕνα σῶμα καὶ δύω πνεύματα νὰ κάμωσι τὴν ἰδίαν ἐνέρνειαν 
καὶ 


ὄχι νὰ τίϑωνται τόσα πολλά. 
f f 4 f < 4 f ᾿ A 
M. Μάλιοτα πρέπει νὰ KATHOTPOVOVTAL ὅλα τὰ σώματα εἷς THY 
μουσικήν, 


15. 


20. 


10. Μ. 


ὡσὰν ὁποῦ διαφέρουσιν ἕνα ἀπὸ τὸ ἄλλο, καϑὼς ἀῦνωτέρω 
εἴπομεν. 
διατὶ ἀλλέως χειρωνομεῖται τὸ ὀλίγον, ἁλλέως ἡ ὀξεῖα καὶ 
ἁλλέως 
τὰ ἐπίλοιπα, ὡσὰν ὁποῦ ἔχουσι διαφορετικὴν τὴν ἐνέργειαν, 
ὅτι 
λογῆς εἶναι εἷς τὰ εἴκοσι τέσσαρα γράμματα, δηλ(αδὴ) τὰ 
στοιχεῖα 
εἷς τὸ ἀλφάβητον, ὁποῦ τὸ ὦ μέγα ἀπὸ TO ὅ μικρόν, ἀγκαλὰ 
καὶ νὰ ἔχουν τὴν ἰδίαν φωνήν, πλῆν διαφέρουσιν ἕνα τοῦ 
ἄλλου, 
ἐπειδὴ τὸ ὦ μέγα εἶναι μακρόν, τὸ δὲ ο μικρόν, εἶναι βραχύ. 
ὁμοίως καὶ τὸ ἦτα καὶ τὸ ἰῶτα, καὶ τὸ ὑψηλόν μίαν φωνήν, 
κάμνουσι, πλὴν εἶναι διαφορετικά, ὡσὰν καὶ τὰ ἄλλα 
δίφϑο-- 
γγα- καὶ πάλιν TO Lt καὶ τὸ ε ψηλὸν μίαν φωνὴν πρωοσφέρου"»-- 
σι, μὲ ὅλον τοῦτο διαφέρουσιν ἕνα τοῦ ἄλλου. 
Ἔστω οὕτως: πλὴν τὰ δύω πνεύματα τῶν ἁνιουσῶν 
στοιχείων 
Gp ᾿εἶναι ἀνώτερα τῶν σωμάτων, ὡς εἰκόνα τῆς ψυχῆς καὶ 
AUTO 
καὶ ἀφ ᾿ ἑ(τέρου) ὑποτάσσουσι τὰ πάντα σώματά των, 
διατὶ νὰ τίϑενται 
ὁμοῦ Eig τὴν κατάστρωσιν τῆς μουσικῆς, καὶ τὰ 
ὑποτεταγμένα σώ- 
Lata εἷς καιρὸν ὁποῦ δὲν ἔχουσι καμμίαν ἐνέργειαν ὡς 
CLP VL 
καὶ ὑποτεταγμένοι ; τοῦτο PALVETAL μοι ὡσὰν περιττόν. 
Οὐχὶ περιττὸν ἀλλὰ μάλιστα ἀναγκαῖον, διὰ δύω αἴτια - ἕνα 
μέν, 
διὰ νὰ φανῇ ἡ ὑποταγή, καὶ ἡ νέκρωσις τῶν σωμάτων, ἀπὸ 
τὰ πνεύματὰ των, καὶ τὸ ἄλλο διὰ περισσοτέραν στολήν, 
ὡσὰν ὁποῦ 
τὰ πνεύματα μόνα νὰ ταϑῶσιν εἷς τὴν σειρὰν τῆς μουσικῆς 
εἶναι 


πάντῃ γυμνὰ καὶ ἀνοστότατα. 
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2 “- 2 ! ἢ . ~ 
15. A. Εἰπέ μοι τοιγαροῦν, τὰ ἁνιόντα σώματα μόνον ὑπὸ TOV 
πνευμά- 
Le ΄ Υ4 i] » ι ς ἘΠ ἵ = ; 
τῶν αὑτῶν ὑποτάσσονται ἢ καὶ ὑπ ᾿ άλλου τινος στοιχεῖου ; 
Μ. Μάλιστα κυριεύοντα ἀκόμι καὶ ὑπὸ τοῦ ἴσου ὅταν 
ἐπάνωϑεν 


ὃ» ~ sf 6 2 ~ ’ 4. έ, ς. ςε, 
αὑτῶν ταϑῇ οὕτως, ὡς EVTADGA φαίνονται -- ww” ςς ῳ. 


Καὶ πρὸς τούτοις ὑποτάσσονται καὶ ἀπὸ ὅλα τὰ κατιόντα 


στοι- 
20. χεῖα, καϑὼς.δε εἰσὶ σχεδιασμένα, πρὸς σαφεστέραν Thn— 
ροφορίαν 
x Sees se ht We Δ 
-“ οι Ξὼ 52; 
ny 
aie LONG MS , 


Q1v. A. “Oka τὰ ἀνιόντα thy ἰδίαν καὶ αὐτὴν ὑποταγὴν ἔχουσι καὶ Els . 
τὰ 
πνεύματά των καὶ εἷς τὰς κατιούσας φωνὰς καὶ εἷς τὸ ἴσον ἤ 
διαφέρουσιν ἕνα ἀπὸ τὸ ἄλλο ; 
Μ. Μόνη ἡ πετασϑὴ διαφέρει ἀπὸ τὰ ἄλλα σώματα, ὡσὰν ὁποῦ 
αὐτὴ 
5. ὅταν ψάλλεται, ἀποδείχνει κᾷποιαν ἀνυποταξίαν 
καὶ εἰς ὅλα 
αὐτὰ τὰ τρία μέρη, δηλαδὴ καὶ εἰς τὰ 
πνεύματα, καὶ εἷς τὰ κατιόν-- 
τα στοιχεῖα, καὶ εἷς τὸ ἴσον: διατὶ αὐτή, ὄχι 
μόνον va tad] ἕν 
ἐξ αὑτῶν ἐπάνω της, ἀλλὰ σχεδὸν καὶ 
πνεύματά της, καὶ τὰ κα-- 
τιόντα σημάδια, καὶ τὸ ἶσον, νὰ τῆς γέννωσιν 
ὅλα αὐτὰ βάρος, 


10. καὶ va ταϑῶσιν ἐπάνω της, πάλιν αὑτὴ ἔχει va 
κάμῃ μερικὸν 
σχηματισμόν, καὶ νὰ ἀναβιβασϑῇ μὲ λεπτότητα 
sic ὕφος καὶ 
‘Ti , f ~ é 4 
μάλιστα ὅταν τύχη RAnoiov τῆς Papetac, Kadwc 
ἐνταῦϑα φαίνε- 
ζ - ᾿ “- ᾿ ς \ \ , 
ται ἢ βαρεῖα ὁμοῦ καὶ ἢ πετασϑὴ μαζὺ μὲ 
ἀποστρόφους 


Ars hay δὴ » τ ry 
οςκς OG OP, ὧν > Ν f 
DEIN So ON OV, ὡς 


15. διατὶ ἀπὸ αὐτὸ τὸ σημαδόφωνον τῆς βαρείας 
λαμβάνει ἣ 
πετασϑὴ κᾷποιαν περισσοτέραν δύναμιν καὶ 
δνέργειαν. 
A. Λοιπὸν ἡ πετασϑὴ ἀφ᾽ οὗ εἶναι ὑποτεταγμένη, 
πῶς κινεῖται 
καὶ ἀνάγεται οὖσα νεκρὰ καὶ ὅλως κυριευμένη ; 
Μ. Αὐτὴ ἔλαβε τὴν ἐτυμιλογίαν ἀπὸ τὸ ὄνομα, 
| ἐπειδὴ καὶ πέτεται 
| 20. αὐτῆς ἡ φωνή, Kav ὑποτεταγμένη καὶ κυριευμένη 
εἶναι, καὶ 
μάλιστα κινεῖ τὴν χεῖρα, ὡς πτέρυγα. 
A. Ἔχει καὶ ἄλλο σῶμα τῶν ἀνιουσῶν μέρας τὴν 
ἐνέργειαν, καϑὼς ἢ 
22 πετασϑὴ ἤ ὄχι ; 
; M. Εἶναι καὶ ἡ ὀξεῖα ὁποῦ καὶ αὐτὴ ὡσὰν τὸ 
πελασϑὸν φέρει τὰ 
δευτερεῖα τῆς πετασϑῆς, ἐπειδὴ καὶ κάμνει 
| κᾷποιον κρότον εἷς 
τὰ ὕψη, καὶ μάλιστα ὅταν τύχῃ μετὰ ψῃηφιστοῦ, 
| ὡς ἐνταῦϑα ἀπο- 


ὸ f 


“ [ ! \ , 
a δεικνύξται ἢ EVEpPyEIa τῆς καὶ διαφορά. 
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22v. 


10. 


15. 


Δ. 


Τὰ δὲ ἄλλα στοιχεῖα τῶν ἀνιουσῶν σωμάτων 
ἔχουσι καὶ αὑτὰ 

τινὰ ἐνέργειαν ᾿ ; 

Οὐδαμῶς, ἀλλὰ πάντῃ ἀνενέργητα εἰσὶν, ὅταν 
εὑρεϑῶσιν ὑποτε-- 

ταγμένα ἤ ὑπὸ τῶν ἰδίων τοὺς πνευμάτων καὶ 
κατιουσῶν σημας-- 

δίων ἤ κυριευμένα ὑπὸ τοῦ ἴσου. 

Ἤδη εἰπέ μοι καὶ περὶ τῶν ἕξ κατιουσῶν 

στοιχείων εἷς πόσα διαιροῦται. 


. Εἷς δύω, εἰς πνεύματα καὶ εἷς σώματα, καϑὼς 


καὶ τὰ ἀνιόντα, ἄνευ 
ὅμως τῆς ἀποῤῥοῆς f καὶ 
τοῦ κράτημοϊπόῤῥοου ψῳ. 
Ποῖα εἰσὶ τὰ σώματα καὶ πόσα εἶναι ; 


. Δύω: ἀπόστροφος D καὶ οἱ δύω ἀπόστροφοι οἷ 


σύνδεσμοι >) 


Ποῖα δὲ καὶ πόσα τὰ πνεύματα ; 


. Δύω: τὸ ἐλαφρὸν “AV καὶ ἡ χαμηλή \. 


- ~ -- f 
Τὰ σώματα τοιγαροῦν τῶν κατιουσῶν στοιχείων 
ἤ 
ὑποτάσσονται καὶ 


͵ é 4 ’ 4 ὸ f 
αὑτὰ, καϑὼς καὶ τὰ GQVLOVTA ; 


Ἐν > 4 εν 
. Μάλιοστα ὑποτάσσονται ὑπὸ τῶν ἰδίων αὑτῶν 


πνευμάτων, δηλ(αδὴ) 
ὑπὸ τοῦ ἐλαφροῦ καὶ τῆς χαμηλῆς, ὅταν 
ταϑῶσιν ἔμπρυσϑεν αὐ- 


τῶν ὧς δε φαίνονται HV )Δ )) Ἃ ΝΝς λ »\. 


Ta δὲ ἄλλα δύω στοιχεῖα τῶν κατιουσῶν, 
δηλί(αδὴ) ἡ ἀποῤῥοὴ 


oe “ὃ ’ >, | 
καὶ τὸ κρατημοῦύπόῤῥοον, σώματα εἰσὶν ἢ 
πνεύματα 


Μ. Μήτε σώματα, μήτε πνεύματα, ἀλλὰ ἀδιάφορα | 
εἰσι. 
5. Δ. Πῶς ἀδιάφορα ; 
Μ. Ἐπειδὴ καὶ δὲν μετέχουσιν οὔτε τοῦ ἑνὸς 
μέτρους τὴν συμφωνίαν 
οὔτε τοῦ ἑτέρου τὴν ἐνότητα. 
A. Οὐκοῦν αὐτὰ πάντη ἀνυπότακτα εἰσί ; 
Μ. Οὐδαμῶς, ἀλλὰ ὑποτάσσονται: ἣ μὲν ἀποῤῥοὴ ὑπὸ 
τοῦ πιάσματος 
10. σημαδοφώνου, καὶ γίνεται σεῖσμα, ὡς 


Bde estan ΤΕΣ 
& KETO \ 
>> 


\ ᾿ oo. 096 f ‘ t ee me 
TO δὲ κρατημοῦποῤροον Ψ Ὀποτάσσεται ὑπὸ τοῦ 


! 
- " f 
ὁμαλοῦ “FP καὶ γίνεται ἀργοσύνϑετον . 


Δ. Ἐπειδὴ καὶ αὐτὴ οὖσα μία σύντομος κίνησις. 
διὰ τοῦτο καὶ τὰς δύω 
φωνάς αὐτῆς εὐτήχως καὶ ἐμμελῶς διὰ τοῦ 
γαργαρεῶνος, ἢ νὰ 
15. εἰπῶ διὰ τοῦ φάρωγγος,. ποτὲ μὲν συντόμως 
ἐμφέρει καὶ ἀποπτύει 
καὶ ποτὲ ἀργῶς κατὰ τὴν κειμένην γραμμήν, ἥ 
ϑέσιν' 
ἐκλήϑη δὲ ἀπορῥοὴ παρὰ τοῦ ρέω, ῥήματος, καὶ 
τῆς ἀπὸ προ- 
| ϑέσεως, ὅπερ δηλοῖ τρέχω HR τρέχει. 
δ. Τὸ δὲ κρατημοῦπόῤροον πῶς οὕτως καὶ αὐτὸ 
| ὠνομάσϑη ; 
20. Μ. Τοῦτο εἶναι σύνϑετον ἐκ τοῦ κρατήματος 
σημαδοφώνου καὶ ἀποῤῥοῆς- 
ὅϑεν καὶ Kpatnpoiindppoov ἐκλήϑη. 
Δ- Ἔχουσι καὶ αὐτὰ τὰ κατιόντα στοιχεῖα τινὰ 
ἐνέργειαν εἷς τὴν 
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~ r ~ ~~ ͵ 
δουλευσιν τῆς μουσικῆς, ὥσπερ 


Ἔχουσι βέβαια, ἀπαράλλακτος 6 ἀπόστροφος 
δηλαδὴ περιστρέφει 

τὴν φωνὴν καὶ κυκλωφὲρει αὐτήν, ὅταν μάλιστα 
εὑρίσκεται 

πλησίον τοῦ ἐλαφροῦ, καὶ ἔχει εἰς αὑτὸ νὰ 

καταντήσῃ ὁ ψάλλων, 

τότε ὑψοῖ τὸ μὲλος καὶ ἀνάγει τὴν φωνήν, μὲ 
τὸ νὰ ἔχη πίασμα 


< 


Ww 


ν 
’ , - ‘ Q . 9. » 
κάτωϑεν αὑτοῦ καὶ τζάκισμα ἕπάνω Δ. 


Δ. Ὃ δὲ ἀπόστροφος γὰρ ἔχει καὶ ἄλλην 
ὀνομασίαν καὶ ἐνέργειαν 
ἥρνουε; 
Μ. Ὃ ἀπόστροφος γάρ, ὡς ἀποστρέφων ἐκ τῶν 
ἀνιουσῶν εἷς τὰς κατιούσας 
10. καὶ ἔχει φωνὴν μίαν ἐναντίαν ὅμως εἰς τὸ 
ὀλίγον: διατὶ αὐτὴ 
ἀνάγει τὴν φωνήν, ὁ δὲ κατάγει αὑτήν, ἤ εἰπεῖν: 
ὅτι ἀπο-- 
στρέφεται ὅλως τὰς ἀνιούσας, ὡς ἀσύμφωνος 
αὐτῶν. 
A. Οἱ δὲ δύω ἀπόστροφοι, πῶς ; 
M. Αὐτοὶ μίαν μόνην φωνὴν ἔχουσι, καϑὼς καὶ 
ἕνας ἀπόστροφος, 
15. πλὴν ποιοῦσιν ἀργίαν, καὶ τέλος ἐκείνης τῆς 
ψαλλομένης ϑέσεως, 
σύνδεσμοι δὲ ἐκλήϑησαν διὰ τὸ συνδεδεμένους 
εἶναι καὶ φω- 
νὴν τινὰ δυνατωτέραν ποιοῦσιν. 
Δ. Τὰ δὲ δύω πνεύματα τῶν κατιουσῶν, δηλαδὴ τὸ 
ἐλα-- 
φρὸν ΨᾺ καὶ He χαμηλή \Y τίνα ἐνέργειαν καὶ 


διαφορὰν ἔχου-- 
π" 
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20.mM. Ὥσπερ τὰ ἀνιόντα πνεύματα, οὕτως Kal αὑτά, 
δηλαδὴ τὴν ἰδίαν 

ἐνέργειαν ἔχουσι, καϑάπερ ἐκεῖνα, ὡσὰν ὁποῦ 
καὶ αὑτὰ 
23ν. τὴν τῆς ψυχῆς εἰκόνα φέρουσιν, ἀϑάνατος οὖσα: 
τὰ ὁποῖα 
ὑποτάσσουσι μόνον τὰ ἑαυτῶν κατιόντα σώματα, 
ἤτοι τὸν ἀπό- 

στροφον καὶ τοὺς δύω ἀποστρόφους τοὺς 

συνδέσμους )) ὅταν 


»" 4 ~~ ~ af 
ἔμπροσϑεν αὑτῶν τεϑῶσιν οὕτως’ 


sm wr oh δὰ 


͵ f ὁ 4 ’ “" ~ ~ 
5. A. Πόσας φωνὰς ἔχει to Kad’ ἔν στοιχεῖον τῶν 
κατιουσῶν ᾿: 


Μ. Ὃ μὲν ἀπόστροφος D ἔχει μίαν φωνήν, οἱ δύω 
ἀπόστροφοι οἱ 


σύνδεσμοι >} μίαν, ἡ ἀποῤῥοή ff δύω, τὸ 
κράτημοῦπόρροον ity 


δύω, τὸ ἐλαφρόν AV δύω, Kal ἧ χαμηλή ἃ 
τέσσαρες, ὁποῦ 
γίνονται ὅλαι δώδεκα, καϑὼς καὶ τῶν ἀνιουσῶν. 
0.4. Εἰπέ pot πάλιν περὶ τῆς ἀποῤῥοῆς, ἔχει τινὰ 
ἄλλην ἐνέργειαν ; 
Μ. Αὐτή, ὡς ἔφην, ἀποῤῥέει τὴν φωνήν, ἤτοι κατάγει αὑτὴν 
διὰ τοῦ 
φάρυγγος ἅνευ ὅμως τινὸς κρότου καὶ ταραχῆς ὅϑεν καὶ 
ἀπο-- 
ῥῥοὴ ἐνομήσϑη. 
Δ Πῶς κατάγει τὰς δύω φωνάς; ἀργῶς ἤ μέ συντομίαν; 
15. Μ. Πότε μὲν ἀργῶς, κατὰ τὴν διακειμένην γραμμὴν οὕτως, πότε 
δὲ μὲ συντομίαν τοιουτοτρόπως. 
A. Τὸ δὲ κρατημοῦπόῤῥοον, ὡς ἔφης, ὅτι ἀπὸ κρατήματος 
καὶ ἀποῤῥοης γίνεται, τίνα ἐνέργειαν ἔχει εἰς τὰ κἀτωφερῆ ; 
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24. 


20. 


10. 


Le; 


M. 


Ὅμοιον τῆς ἀποῤῥοῆς, πλὴν ἔχει τινὰ Sovhevow εἷς τὰ 


κάτω 
πολλὰ περισσοτέραν, καὶ μετὰ μογα ΠΕ § 0 pylac καταβιβάζει 
τὰς δύω φωνάς του. 


Δ. Τὸ δὲ ἐλαφρόν, πῶς οὕτως ὠνομάσϑη; 7 
M. 


Διὰ τὸ εὐκόλως πίπτον εἷς τὰ κάτω, ὅϑεν καὶ ἐλαφρὸν 
ἐκαλέσϑη. ἐπειδὴ καὶ πολλὰ ἐλαφρὰ καταβιβάζει τὰς δύω 

᾿ του 
φωνάς, ἀμερίστους μὲν καὶ συνδεδεμένους: ὑπάρχει δεόμε-- 
νος. 
Πόσοι εἶναι αἱ φϑοραὶ τῶν ἤχων καὶ τί ϑέλει νὰ εἰπῆ φϑορά; 


. Φϑορὰ λέγεται μεταβολή, ὄπου ὁ ψάλλων μεταβάλλει τὸ 


μὲ- 
λος, ἢ νὰ εἰπῶ τὸ φϑείρει, καὶ κάμνει ἐναλλαγὴν ἀπὸ τὸν 
ἦχον όπου ψάλλει. καὶ ἐμβαίνει εἷς ἄλλον διὰ μέσου τῆς 
φϑορᾶς, 
καὶ πάλιν μετατρέπει εἷς τὸ ἴδιον uéhoc, δηλ(αδὴ) ὅταν 
ξεφϑορήσῃ, 
καταντᾷ πάλιν εἰς τὸν αὐτὸν ἦχον ὁποῦ ἀρχησε, πλὴν οὐχὶ 
ἁπλῶς 
καὶ ὡς ἔτυχεν. ἀλλὰ μετὰ σχηματισμοῦ γίνεται ἣ ἐναλλαγή. 
φϑοραὶ δὲ κατὰ τοὺς παλαιοὺς εἶναι ἐπέκεινα ἀπὸ τὰς δέκα, 
καϑῶς εἰς πολλοὺς τόπους φαίνονται καταστρωμέναι. 
οἷ δὲ νέοι ποιηταὶ ἠλάττοσαν αὐτάς, ὡς εἰσίν, ᾧδε 
γεγραμμέναι, 
ὅπου τὴν σήμερον συνηϑίτρεται, τὰς ὁποίας ἰδοὺ μίαν πρὸς 
μί- 
OV φανερώνωμεν. 


φϑορὰ τοῦ πρώτου ἤχου dy φϑορὰ τοῦ δευτέρου Py 


φϑορὰ τοῦ τρίτου © φϑορὰ 


τοῦ τετάρτου toy φϑορὰ tod πλά(γιου) g φϑορὰ tod 
πλ(άγιου)β σ΄ φϑορὰ τοῦ ve- 


νανώ SS 


— 


_ δ — iS νυν ay ae 
20. κατὰ τοὺς χρόνους τούτους ὅμως ἐσχόλασαν τὰς Sho 
᾿ φϑοράς, τοῦ βα- 


ρέος ΟΝ Φ, καὶ τοῦ ν ( sic - 3) πλίάγιου) ὃ ΄ MO. : 


Ilepeson 


Bonpocoomeemnuk 06 unmepeanbHwix 3HaKkax 


1.17. Hacmaenux (H)*. Uo takoe My3bika? —/ 


Yuenuk (δ᾽. My3bika - 3TO MCKyCCTBO, KOTOpOe BO3HHKaeT 


M3 ἍΜΟΘΠ WM rapMoHHi! [uv] MonHOcTbIO NocBALIeEHO GoxecTBeH- 
HbIM THMHaM. 


H. το ssnseTca OCHOBOH My3bIKH? 

Y. Hexne 3pyyaume vu Ge33pyyHbie 3Haku2. Te, KoTopnie 
Ha3BaJIH Obl HX 3IEMeHTaMH, He OUIMONHCh 6pl. 

H. Tlouemy xe aylemMeHTaMH? 

Y. [loromy ΤῸ 43 HHX ΠΡΟΜΟΧΟΠΗΤ BCA MYy3bIKa ἡ, B CBOIO 
oyepeb, OHA MO HMM aHaNH3upyeTcA WIH, Gomee nogoOaeT 
CKa3aTb, ἯΤΟ 3NEMEHT [B MY3bIKe] ABIACTCA TEM, H3 Yero Mpo- 
HCXOMHT HeYTO NepBHYHOe, HW NMocne co3q4aHHA OHa ΔΗΔΠΗ- 
3upyeTca [NO 3THM 3/IeMeHTaM]. 

H. Κακοῦ 43 3HaKOB WIM 3JI@MeCHTOB ABIACTCA NepBenluM? 

ΝΜ Vicon 6... 


ἢ. STOT ΜΟΟΗ, O ΚΟΤΟΡΟΜ ΤΡΙ ΓΟΒΟΡΜΙΗΡ, - Ξ3ΒΥ9ΔΙΠΜΠ win 
6e33BY4HbIN? 


Y. OH cyilecTByeT u [Kak] 3ByY¥allHH, Η [KakK} 6e33By4HbIH. 

H. llouemy oH MMeeT DBOHMHOE FehicTBHe? 

Y. Tloromy 4To 418 MeByero OH ycCTaHaBINBaeTcA 1H60 
Oc3HHTEPBAIbHbIM, YTOObI MCNOMHATH [3ΒΥΚ] Ha TOW Xe BbICO- 

J1.17 06. τεῦ, nu60 3ByyaulMM, To ecTb Korma bor Benet ero 1H60 

Ha O1HY (OHH, 1H60 Ha MHOTMe HW BHOBb HCKYCHO ΠΡΗΒΟΠΗΤ Κα 
co6cTBeHHOHi BbIcoTe*, c KOTOpoH Hayaocb [NeHHe]. 

H. Oruero nepBHYHbIM 3JIEMeHTOM, WIH 3H@KOM, KaK 3 
roBoph), ABIAeTCA HCOH? 

» Wocxonbky o6s3aTesibHoO ἡ B Hayaie MY3bIKH, HB 
cepeqWHe, H B KOHUC JOJLKEH ObITb [3HaK], KaK 6ObI MpeBoc- 
ΧΟΠΒΙΠΗ ἢ BCe OCTaIbHble 3HaKH>. 


H. Dror WcoH HW3MepsieTCA ΜΠῊ TONbKO O3ByUHMBaeTCA 663 
Kakoro-H60 HHTepBaia®? 


Y. OH O3ByYHBaeTcs, HO He M3MepsAetTcs. 
ἢ. Oruero OH Ha3BaH HCOHOM, a He ΜΗΔῈ62 


YToObr u36exKaTb BO3HHKQIOWMX B pyCCKOM fMepepogze ABYX HepaNIH4YHMbIx 


coKpalleHHH Y[untesb] μη ῬἼΜΕΗΜΚ], maiotca A [ΔΟΤΆΒΗΗΚ] uv Y [16 ῊΗΜΚ]. 
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Y. Tloromy τὺ oH co6smiwmaeT paBeHcTBo [c ΠΡΕΠΡΙΠΥΙΠΗΜ 
3BYKOM] BO BCeH MY3bIKe’. 

H. WU, cnegopatenbHo, 3TOT HCOH MOO ycTaHaBsIMBaeTCH B 
MYy3blKe, 1H60 He ycTaHaBIHBaeTcH. Mue ΠΡΟΠΟΤΆΒΠΈΘΤΟΣ, 4YTO 
OH He ABISeTCH HEOOXOLHMBbIM, TAK ΚαΚ OH becnoyle3eH? 

Y. Her, OH OYeHb ΗΘΟΟΧΟΠΗΜ, NOTOMy 4TO 663 Hero HHKOTr- 
Ma He ΠΟΟΤΗΓΏΆΘΤΟΗ HHTepBan. 

ΗΠ. [Tne nomcujaeTtcnh CaM HCOH - Cpe BOCXOAALIMX 3πε- 
MECHTOB ΜΠῊ CpeqH ΗΜΟΧΟΠΆΉΠΙΗΧ ? 

Y. Hu cpegqu Bocxogswinx, HH cpeqW HHCXOAAUIMX, OH 
COXPaHseT paBeHCTBO [Cc MpeAbLAYLUIMM 3BYKOM]| Η MpeObiBaeT c 
HHM ΠΟ TOrFO, KaK YyCTaHaBIMBaloTcs! KakKHe-1H00 H3 3THX 
9JIEMEHTOB, TO €CTb [M0 TOrO,KaK YCTaHaBJINBalWwTcs| ΒΟΟΧΟΠΕΗ- 
ΠΗ HWIH HHCXOMALIHe 3HaKH. 

Hf. Korga xe BcTpedaetcs! MHOFO HCOHOB, TO YTO Mocpes- 
CTBOM HX HYXKHO ΜΟΠΟΠΗΞΤΡ ? Bce npuBonsuinecs [HCOHDI!] 
HJIM ΤΟΙΡΚΟ HeEKOTOpblie? 

1.18. Y. B ΠΟΗΜΗ cyulecTByeT TakKoH nopsgoK : Korga [neBune] 
OGHAPyYKHBAWT Sonee Tpex HCOHOB,TO HeKOTOpbie [H3 HHX 
CylUecTByIOT] B BLICOTe,a HEKOTOpble, HAaOGopoT, B ΗΜ93Μ9Η68,ΠΠῈ 
TOTO, 4YTO6bI NonacTbh B CBOW BbICOTY?,oTKyaa Hayaocb ([Ne- 
HHe}. 

ἢ. Ha cKonbKo @MOHM NeBYHH MOXeT NOBbILUATb HCOH? 

Y. Ha ckonbKo xoyeT. OAHaKO CTONbKO xe TpebyeTcs 3aTeM 
NOHWXeHHH, MOoKa He OOHApyXKHTCH TOT HCOH,KOTOpbIN Haya 
{[sByyaTb] NepBbIM. 

ἢ. WUtak,B KaKOM KOJINYeCTBe CYUJeCTBYIOT 3TH 3HAKH HIN 
QJIEMEHTbI MY3bIKH? CKONbKO BOCXOASWINX [3NeMeHTOB] ἡ 
CKOJIBKO HHCXOAALUHX? 

Y. {Ax] Bcero 14,Ho 6e3 Hcona. 

H. Kak W ΠΟΊΘΜΥ Ha3bIBaWTCA pa3sIM4Hble 3HaKH? 

Y. OnwroH — oKcHH YY metTacTH e353 KyPpHcMa Gy 


nenacTtoH Ὑ ΠΒΟΜΉΗΔΗ KeHoHWMa ΝᾺ KeHaouMa \ uncwin 4 


anoctpo ) ABOMHOM CoegqMHeHHbiii anocrpo@ δ) anoppou μ(Γ 


ΚΡΩΑΥΤΗΜΟΜΠΟΡΡΟΟΗ fey ΞΠΆΦΡΟΗ #\ HW ΧΆΜΗΠΗ \. 
H. Kaxoe OHH MMeNWT DelcTBHe? 
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Y. OHM ΠΟΒΡΙΙΠΆΙΟΤ TONOC MeBYyero UW NOHWXKAWT efo, co3na- 
OT MEJIOAMIO, ΠΟΡΣΙΠΟΚ Ηὶ CAMYW YIOMTeJIbHYW FapMOHHio. 


H. Ha cKonpko [rpynn] nogpaszensiorcs 3TH SeMeHTH Wii 
3HakH ? 


Y. Ha pocxonnuive WH HHCXOAALIHE. 


ἢ. CKonbko cyluecTByeT BOCXOQALIMX [3H&KOB] HW Kak OHH 
Ha3blBaloTcs? WH kakoso [Mx] ἩΜΟΠΟ7 


11.1.18 06. Y. [Mx] cymectsyet 8, a Ha3bIBaloTCA OHM ONMTOH ~— 


OKCHA κ΄ MeTacTH @5 KydHcMa @y MenacToH Y ABohHas 


KeHoWMa Νὰ KeHoMMa \ Η uncwin Δ. 

Hf. CKonbKo cylilecTByeT HHCXOAAMIHX 3NCMCHTOB H Kak OHH 
ΗΔ3ΡΙΒΔΙΟΤΟΞ 7 

Y. Ilo Konnyectsy [Hx] - 6, a Η83ΒΙΒΔΙΌΤΟΗ OHH anocTpod 


> ABOHHOK coeMHHeHHbI anoctpod ))» anoppon ΚΓ, 


KpaTHMOuNoppooH fy, snacbpon CV Ηὶ ΧΆΜΗΠΗ Χλᾷ.. 


H. A cettyac CKaxKH MHE OTIEbHO, BO-MeEpBbIX, Ha CKOJIbKO 
[rpynn] ΠΟΠΡΆΞΠΟΠΞΙΟΤΟΗ BOCXOAALIMe 3HAKH? 

Y. Ha Tpu : Ha Tena, ΠΥΧΗ αὶ cBobogHbIe [3HaKH].!° 

H. Kakve UW CKOJIbKO CyllecTByeT Test? 

Y. TlatTy:onvroH — ,OKCHA //,NeTacTH @3,Ky*HcmMa Gm H 


meacToH ¥. 
H. Kakwe xe Ayxu Καὶ σκοπρζο [Hx] ? 


Y, ipa : KenaumMa \ wu uncnHin 4. 
Hf. A Kakne cBo6ogHble [3Hakh]| ? 
Y. TonbKo ABOMHaA KEHAMMa ΑΝ. 


H. Yem ornnyatotca BOCXOAALIMe AYXH OT CBOMX Tell? 

Y. TeM,4To Tena NOAYHHAITCA CBOMM AYXaM HM MOJHOCTbIO 
nmpekpaulawT {[cBoe] nelicTBHe, [cTaHoBACb] 6e33By4HbIMH. Kak 
Ayla (KOTOpad ABIHETCA HYXOM),OTXOAA OT Tes1a,He TOKO 

JI.19. ymMepuiBIseT ero, HO H ZenaeT [ero] 6e33BY4HbIM.!aKOBbI ἡ 
Tela BOCXOAALIMX HHTEPBAIbHBIX 3HAKOB. 

H. Kak MW ΚΆΚΗΜ 06pa30M BOCXOAALIMe Tela NOAYHHSIOTCA 
CBOHM 2YXaM? 

Y. Korga Tena crosr nmepead AyxaMH WNW ΠΟΙ͂ HHMH - 
TakK,kakK 30ecb noka3aHo!!: 
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Libs 4b 
AV Oe 7 
Η. Hy a [Kak Benet cc6s| cBo6oqHas [ΠΒῸ ἤδη] KeHXHMa? 
Y. Ona He NOAYHHHeTCH HW He ΠΟΠΌΎΜΗΞΕΥ [ce6be] HHKaKHe 
SJICMEHTHI, a NONHOCTHK) Ge3pa3zNyHAa [K HMM]. 
HT. Ha 4b cTopory Oosbule CKIOHAeCTCA BBOMHAT KeHDMMa 
~ K TeJlaM ΜΗΠῊ K ΛΥΧΩΜ 7 
Y. Ona ckKIOHAeTCH K TellaM, OMHaAKO He NMOJIHOCTLN, a 
4YaCTHYHO. 
HT. Μτακ, cKaxkH MHe, CKObKO (OHH COReCpKUNT KAXKIbIA 
BOCXOASALJHH 3IeMeHT WIM 3HaK? 
Y. ΟΠΉΓΟΗ — -ἰ, oxcna - -1, metactu e> -l, Kyducma 


Ga -!, NenactoH ¥ -1, ΠΒΟΠΉΗΔΗ KeHauMa \\ -ἰ, KeHOHMAa \ - 


2 uuncunn £ -4. Bce socxogsamme [3HaKH] o6pa3yioT KONIH- 


yYecTBO B 12 POHH. 

H. Tlouemy ABOMHAaAA KeHOHMa cosepxKHT | oHH, a ofHa 
KeHdMMa -2 ? 

Y. Tlockonmbky HeEKOTOpble 98 TBOPLOB [My3bIKK] yY4HJIN,4TO 
ΠΒΟΜΉΔΗ KCHAHMa Oosbiwe ObIBAcCT C TeaMH, a He C AYXaMH, 


.1.19 06 To H43-3a 3TOFO OHA HMeeT | COHH- YacTHYHO Kak [3HaK] 


18° 


ΤΕΠ WH YaCTHYUHO [KaK 3Hak] CBOOOAHBIX. A O2H@ KCH-2HMa, Kak 
6oee nNoyunTaemas, [B OTIHUNE] OT Te, CTABMWIacb C AyxaMH, 
Kak Jyllla, Bocxogsiuaa H3 Teta.Ho ΜΡΙ ObI CKa3aiH sACcHee : | 
(OHH ABOHHOHA KeCHAHMbI Oovblie HW cCHIbHee ΠΡΗ 
BOCXOXKJCHHH, ὯΘΜ 2 (OHH OAHON KEHAHMMbI, TO e€CTb KaK [Ba 
KY3HC4HbIX MeXa, ΚΟΙΠΩ H3 OAHOTO UW TOrO Xe OTBEpcTHA 
BbIMYCKalOT BO3ZYX B OFOHb, BeAb Gonee apdeKTHBeCH HU 
CWJIbHee TOT ΒΟΞ3ΠΥΧ, [KOTOPbIM BbIMycKaeTcA| H3 ABYX MeXOB, 
YeM H3 ONHOFO-e€AHHCTBEHHOTo Mexa. Tak xe HW (OHH ABOHHOH 
KEHJHMbI, KOTOpas BbILUe MOAHHMMaeTCH HM ΠΟΤ Oonbile 
3BY4aHHA, 4eM 2 POHH ΟΠΗΟ ἢ ΚΟΘΗΉΠΗΜΒΙ. 

ἢ. Wouwemy onmwroH — Ha3BaH He ΜΗΔ, a HMeCHHO 


OJIMTOHOM? 

Y. Tlotomy 4To No cpaBHeHHW C APyTHMH ΤΟΠΆΜΗ OH HeceT 
G6onee HE3HAYHMTeIbHbIM HHTepBas.CoriacHoO 3TOMY OH H HMEeeT 
Ha3BaHHe. To ecTb 3TO paBHOMepHbiii [3Hak]!2 He noTomy, 4TO 
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~ OH BegeT [ronoc] BBepx cBepx HeOOXOZMMOTO, a ΠΟΤΟΜΥ, {τὸ 
OH MOKa3bIBaeT 3HAYEHHE TOMbKO OZHOM OHH U He Oonee,!3 
H. Tlouemy okcus YY Tak Ha3BaHa? β 


Y. Tlotomy ἅΤο OHa NOAHHMAeTCH ΒΒΟΡΧ OYEHb pe3ko. 
1.20. 3Ha4unT,oHa OOHapyxXUBaeTcA TOMA, ΚΟΙΓΠᾺ COMeEpKuUT B cebe 
"MHorve ronoca"!4, ἢ yacTo, Korma OHa BeCTpe4aetca BMecTe c 


NcCMHCTOHOM ~Sy, TO COOTBETCTBYIOLUHMM M KpaTKHM ciioco- 


60M OHa BHOBb BegeT NeHVe cormacHo cBoeMy ΜΗΤΟΡΒΑΠΥ vy 
MevIocy. 


H. A ΠΟΤΆΟΤΗ 6, movemy [10 Hee] B3AIM HMeHHO Takoe 
Ha3BaHHe? 

δ᾽ Ilockonbky MW OHa BCerma ΒΟΠΟΤ POMOC B BbICOTY Η Βοπη- 
4YaBO BO3HOCHT ero CHH3Y BBepX, CJIOBHO ΠΟΜΟΗΟΤΡΗΡΥΗ Ka- 
MeHHbie cTpoeHus!®, Ona o6pa3yeT cTpoMHbI MeNoc, HK OH 
YacTO NosyyaeTcs| BSBHBLIMMCA, ΜΗ CYHMTaA€TCH, ITO OHa cCosep- 
XT "MHOrHe rosioca". 

ἢ. Wlouemy kycpucMa @yy Tak Ha3BaHa? 


Y. Tlo HanpsxkeHHo ronoca. Ona Ha3biBaeTCA “erkoW H 


"KYPHCMON', TaK KaK OHA ΠΕΓΚΟ KH CNOKOMHO MOBbIWAeT TOJIOC 
6e3 KaKoro-nH60 yaapeHus!7, 


H. Tlouemy nenacToH YY Tak Ha3BaH? 
Y. Tloromy uTo OH 3aHHMaeT BTOPOe MeECTO OT NMeTAacTH. 
ΒΥΠΤΟ M OH ΒΟΠΟῚ τόπος obs3aTtenbHo BBepx!®.OH HeceT 


ΘΟΠΡΙΠΟΘ 3ByYaHHe, OCObCHHO ΚΟΙΓΠᾺ BCTpeyaeTcH c Napakiu- 
THKH, ΠΒΟΜΉΡΙΜ ANOCTPpO(OM HM TPOMHKOHOM. 


y) 
Sd 
Η. ΚΆΚΗΜ o6pa30M HW MoyeMy NMewacTOH 3aHHMMaeT ΒΤΟΡΟΘ 


MCCTO OT MeTaCTH, KaK Thi CKQ@3aJi BbILUe? 


Y. [3Hak] nogo6Horo pogna cneszoBano Obl Ha3BaTb COrMaco- 
1,20. οὐ BaHHbIM c MeTacTH, Tak Kak [oT Hee] OTHHMaeTCA ΒΘῸΡ 


QJIEMECHT ‘a H ΠΡῊ ΠΟδΆΒΠΟΗΜΗ Obpa3yetca MenactToH...!? 


Hf. A nouemy KeHMMa HW βΜΠΟΗΠῊ Tak [Ha3BaHbI]? 
Y. O HHX MbI ΓΟΒΟΡΗ͂Μ, ΤῸ OHH - AYXH Ηὶ HecyT caM OOpa3 
ayluvw. To4uHO Tak Xe,kak OeccMepTHa OHa,TaK H BCe OHH 
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NpcObiBakoT HCNOABRIACTHbIMH WH MOAYHHSKOT cede CBON Tesla, 
Korda |[nociegHue cTosT] nepea HMMM WAM Nog [HHMH], Kak 
MbI cKa3qin Bole 20, 

H. Vitax, [pacnpeneneHve Mexay TenaMvH H AyxXaMH| He- 
PABHOMepHO: 5 3ICMEHTOB HAW 3HAKOB ΠΠῚ BOCXOKOCHHH - 
3TO Tea, cosepxKauiMe MO ORHOK OHH. OTyero HeOOxXOAHMO, 
YTOObI BCe OHH NPHCYTCTBOBAIH B My3bIKe?MoxHo Opi0 Obl, 
HanNpHMep, ORHOMY TeY H ABYM JYXQ2M_ BbINOAHSTL CBOoe 
MeHCTBHe HW HE YCTAHABINBATh MHOFHE ΔΗΔΠΟΓΜΊΗΡΙΟ [3HaAKH| ? 

Y. B My3bike KpaltHe HeoOxOHMO HUCNOML3OBATL BCC 
Tena,H60,KaK MbI CKa3M@iH ΒΡΠΠΟ, OHO [Teno] OTNMYAeTCH OT 
apyroro. ΠΟΤΟΜΥ ἅΤῸ MO-cBOeMy XHPOHOMHpyeTcs ΟΠΗΓΟΗ,ΠΟ- 
CBOCMY ΟΚΟΗΞ H HO-CBOeMYy OCTaIbHble [Tea], Tak KaK OHH 
MMEIOT ράϑπμηηος ποΐοτβμο 2], HanpymMep,kak cylecTByloT 24 
OYKBbI, TO ecTb [24] snemMcHTa B aicbaBHTe,rae omera [OTAH- 
yaeTca}] OT OMHKpOHa, XOTA OHH HMEWT OAHHAKOBOC 3Βγ58- 
HHe.Ho Bce Xe OHH [3HaK] OTIMYAIOT OT Apyroro, MOCKOIbKY 
oMera [yKa3bIBaeT] ΠΟΠΓΜΗ [3ByK], ἃ OMHKPOH - KpaTKHil. 
ΤΆΚΗΜ Xe 06pa30M "3Ta","HOTa" WH "HACHIOH” ZaioT OLHHa- 

JI.21. Kopoe 3ByyaHHe. Kpome Toro,pasivvawT HH ApyrHe 
ΠΗΦΤΟΗΓΜ. Tak, at HW “3SMCKAOH" AAWT NONHOCTbK) OLHHAKOBOE 
3BY4aHHe OAHAaAKO MpH BCeEM 3ΤῸΜ ODHY [OyKBy] OTAHYAKIT OT 
apyroi2, 

H. llyctb 6yaeT Tak. OgHako, Cc OAHOK CTOPOHD!, πΒὰ Ayxa 
AJA BOCXOAALUHX 3JICMEHTOB [ΗΔ3ΡΙΒΏΙΌΤΟΣ TAK] NOTOMY, TO 
OHH [JOCTHIAalOT BbICOTHOrO YpoBHS] ΒΡΠΙΘ TeX ΠΡΥΓΗΧ 3HAKOB, 
MOCKOJIbKy OHH OTpaxeHHe AywH.A c [apyrow#| cTOpoHbl, OHH 
ΠΟΠΎΜΗΞΙΟΥ Bce CBOM Tesla. [louemy xe ΠΡῊ CO32aHHH MY3bIKH 
HYXHO OJHOBPeMCHHO YCTAHABIHBATh WY NOMYHHCHHbIC Tena, 
TOorga KaK OHH He HMCWT ΗΜΚΏΚΟΓΟ ACHCTBHSI, HOO OHH 6e3- 
3BYU4HbIe H NOAYHHEHHbIe? ΤῸ KaxkeTCA MHe Μ3ΠΗΠΙΗΜΜ. 

Y. He u3nMuike, ἃ BeCbMa HeEOOXOZHMO NO ABYM NpPHYHHoM. 
Bo-nepBbIx, 4151 Toro, YTOOb! ΠΡΟΞΣΒΠΕΙΠΟΟ» ΠΟΟΠΥΙΠΏΗΜΟ H 
yMepluiBpneHne Te MOcpeACTBOM HX AYXOB, ἃ BO-BTOPbIX, H3-3a 
npeBocxogqHehwWwe»ro Hapstia, HOO KOMa B MY3bIKQWIbHOK Nocse- 
MOBaTeJbHOCTH YCTAHABAMBAWTCA TOKO AYXH, ΠΟΒΟΙΟΠΥ Nony- 
yaeTcd ΓΟΠῸ HW HeKpacHBo2?. 

H. CKa@KW ΜΗΘ, ἃ BOCXOZAIWIMEe Tea ΠΟΠῚΜΗΣΙΟΤΟΣ TONbKO 
CBOHM AYXaM ΜΠῊ TaKXKe Ηὶ KAKOMY-HHOyob Apyromy 3ΠΟΜΟΗΤΥ) 


| 


θυ. τ λὲν τ ει εκ μέσ, 


Y. OHM Takxke YacTO NOAYMHAWTCA WM ΜΟΟΗΥ, Kora ero 
yCTaHA@BJIMBaloT Had] HMMH, Kak 30€Cb NOKa3aHo: 


ς., ἐς G&G, Ge 
Kpome TOTO, OHH TakKxKe MOAYHHAKIOTCH H BCCM HHCXOAALIHM 


ΞΠΟΜΘΗΤΩΜ, Kak 3ACCbh ΗΔΊΘΡΤΔΗΟ AIH Oonee sICHOTO NOHH- 
ΜΩΔΗΜΗ: 


Probar d Mauss 
a SE Ey ΟΣ 
alts L SAAD AN 
= OH TIE OAS 


JI.21. 06. H. Bce pocxogauine [Tena] HMeIOT TO %e Camoe ποππη- 


HeHHe ΠΡῊ ΟΒΟΗΧ AYXaX, ΠΡῊ HHCXOASLWIMX MHTepBamax WH ΠΡῊ 
HCOHE ΜΠῊ OTIMYAIOT OHH 3HAK OT Apyroro? 

Y. TonbKo neracTv oTWM4AaeTCA OT APyrHx Tes, HOo Tam, rue 
OHa ΠΟΘΤΊΟΞ, OHA NpOABISIeT HEKOTOPOe HENOBHHOBeHHE ΠΡῊ 
BCeX 3THX Tpex rpynmax, TO ecTb ΠΡῊ Ayxax, ΠΡῊ HHCXOAALIHX 
9Ne@MEHTaX H ΠΡῊ HcoHe. TlockombKy ona |[Takas], TO Had Heli 
yCTaHaBJIHBacTCA He ΤΟΠΡΚΟ OfHAa Μ3 3THX [rpynn], HO, NoxKa- 
ΠΥ, H ee AYXH, WH HHCXOAAMIMe 3HAKH, WH MCOH. Tak YTO BCE 
OHH, OYNyYH yCTAaHOBICHHbIMH Ha HEH, CTAHOBSITCA eH B TS- 
rocTb. [Toraa] oHa BHOBb MOXeT CO32aTb OTACJIbHBIN XApakTep 
HCMOJHEHHA H MOBbILWaTbh BBeEpX C HEXHOCTbwW, OCOOEHHO 
Kora OHA BCTpeyaeTcA BONM3H OT BapHH, KaK NOKAa3bIBaeTcA 
3N€Cb - BapHA OMHOBpeMeHHO Cc MeTacTH HW anocTpodom: 


OA, OK OV. 2d ©) «> «> «> 
3G Xe XS aN νὸς, >\’, 3, f RN, 
“τ᾿ 


NOTOMY ῬΤῸ OT 9ΤΟΓΙῸ 3HaKa ΒΩΡΗΜ ΠΟΤΆΟΤΗ NoslyyaeT HEKO- 
TOpylO OOJbUIyO ΟΗΠΥ HW ΞΗΘΡΓΗΙΟ. 

H.Wtax,kakomy [3Haky] mogunHeHa metacTu?Kak ona 
W3MeHHeTcA HW McNosHsSeTcA,6yay4H MepTBOK HW NOMHOCTbWO 
NMOAYHHEHHOH? 


Y. Oua ΒΟΠΟῚ 3THMOJIOMMW OT Ha3BaHHs!; MOCKOMbKy 66 
3By4aHHe [cnoBHO] JleTaeT, OHa SABIAeTCS MOMYHHEHHOHW HU 
PYKOBOZMMOH, a pyKy OHa ABMraeT, KaK ΚΡΡΙΠΟΖ΄, 

H. Umeetcs ΠΗ cpeav ΒΟΟΧΟΠΞΙΠΗΧ [3HakoB] Apyroe Teno, 

JI.2Z2. uacTH4yHo [TaKoro xe] MevicTBMA, Kak NMeTacTH, WIM HeT? 

Y. CyuiecTByeT OKCHA,KOTOpad cama, NOZOGHO NeacTOHy, 
3QHMMAET BTOPOE MECTO OT MeTAaCTH, MOCKOJIbKY HW OHA CO3MaeT 
HeKoe 3By4YaHHe BBepx, OCOOeEHHO KOFMa BCTpeyaeTcA BMECTE C 
TICHQ@UCTOHOM, Kak 3ecb, [rage] AEMOHCTpHpyeTca ee AeHcTBHe 
M oTIMUHA [OT APyrux 3HaKOB!]: 


ἔς.» 
Beis 4.2 
wT Nw 
H. A Apyrve 3seMeHTbI BOCXOAAMUIMX ΤΠ - HMClOT ΠΗ OHH 
KaKoe-To 2eHcTBHe? 
Y. Hukakoro. OHM COBEpLIeCHHO JIMIWeHbI [MHTepBaIbHOro}] 
3HayeHHA, Korga [Hx] OOHapyxKHBalOT NOAYHHEHHbIMH JIMO0 
CBOMM ΠΥΧΩΜ MH HMCXOAALIMM 3HaKaM, HOO ΚΟΙΠᾶ OHM PyKo- 


BOAATCA HCOHOM. 
H. CKaxu MHe WH O 6 HHCXOAAMINX 3eMeHTax. Ha Kakne 


[rpynnbi] OHH ΠΟΠΡΑΞ3ΠΟΠΗΙΟΤΟΞ 
Y. Ha ape: Ha AYXH WM Tesla (Kak MW BOCXOAAUIHe [3HaKH]), HO 


6e3 ἈΠΟΡΡΟΗ f HW KpaTHMOMNOppooH fy. 
H. Kaxne [cpeaqv HHCXOAALIHX 3HaKOB] CyLIIeECTBYIOT Tesla U 


CKOJIbKO [Hx] ? 


yY. Jipa: anoctpod ) ἡ ABOMHOM coemMHeEHHbIM anocTpo* 


δ). 


H. A Kakwe Ht ΟΚΟΠΡΚΟ ΠΥ͂ΧΟΒ ? 


Y. J[pa: snadppow χὰ uM χάμμπῃ \, . 

H. Utax, Tena HACXOAAUWIMX 3NIeMEHTOB NOAYHHAIOTCA, Kak 
Ἡ [Tena] BocxoaAWIMXx? 

Y. Oco6OeHHO OHH NOAYHHAITCA CBOHM COOCTBEHHbIM 
ΠΥΧΆΜ, TO eCTb 3adpoHy HW xXaMWIM, Korma [Hx] ycTaHaBn- 
BalOT Mepea ΜΗ, KaK NOKA3bIBaeTCA 3Π60}: 


20 


- > a 


᾿ 
ος ἌΝ, 


ie 


ΣΝ rho 


JI.22. 06. A.A apyrve 2Ba HHCXOAHUIMX 9ΠΟΜΘΗΤΆ, TO ECTb anoppon 

Η ΚΡΑΤΗΜΟΗΠΟΡΡΟΟΗ, - Tea WIM AyxH? 

Y. Hu Tena ἢ HH AYXH, ἃ HeliTpanbHble 3HaKH2>. 

ἢ. Tlouemy OHH HeEMTpatbHbie? 

Y. ΠΟΤΟΜΥ 4uTo OHH HE COOTBETCTBYHOT ΠΡΗΞΗΔΚΥ HH ODHOK 
[rpynnbi], ΗΜ 2pyron. 

ἢ. Oum poobule He NOAYHHAITCA? 

Y. Βοοῦπιο. OnHako anoppouw moMeulaeTcA ΠΟΙ 3HaKOM 


ν 
--- 
ΠΗΔΟΜΒῚ HW OOpa3yeTcaA CHCMa, KaK MOKa3aHO 3Π60Ρ ἫΝ a 


KpaTHMOMNOppooH iy MoMeluaeTCA MOM OMAJIOHOM “7 ἡ 


! 
o6pa3yeTcA aprocHHTeToH2© % 


H. Tlockonbky oHa, [TO ecTb anoppon], OyayyH HeKHM 
KpaTKHM JBHXKeEHHeEM [romoca] H MOSTOMY CNaKO3BYYHO H 
MeJIONHYHO [ΠΡΟΜ8ΒΟΠΉΠΙΔΗ] Ba 3ByKa ΓΟΡΠΟΒΟΐ Tpaxeeh (WK 
sl XOUY CKa3aTb ΓΟΡΠΟΜ), ΜΗΟΓΠΆ BeAeT MH M3BepraeT [3By4aHHe | 
6bICTpo,a ΜΗΟΙΓΠ MeANEHHO B COrMacHH c ycTaHOBIeCHHOHK 
CTpokKOH WIH coeqvHeHHeM [3HaKoB]. Ha3BaHa xe OHa 
“anoppouw” OT rmarona “peo” - "Teky" HW OT Mpewiora “ano” 
[“Bbr"], ΤῸ O3HAYaeT "BbITeKalO" WIM “BbITeKaeT’. 

H. A mouemy τὰκ Ha3BaH KpaTHMOHMOppooH? 

Y. [loromy y4To OH cocTaBIeH H3 3HaKa KpaTHMb! HW anop- 
pow. OTc1oa OH HW Ha3BaH "KpaTHMOHMOppooH . 

H. Umer πῇ caMyv HHCXOALIHEe 3JIEMEHTbI KAKOe-HHOyAb 

JI.23. devicTBHe B MY3bIKQIbHOM Jee, MOMOOHO BOCXOAALWHMM 
[3HaKaM], WIM HeT? 

Y. HecoMHeHHo, MMeloT. TOYHO TaK Xe anocTpod, Κο- 
HEYHO, MOBOpayHBaeT FONOc HW H3MeHHeT ero [BWKeHHe], 
ΚΟΙΠΆ OH OOHaApyXHBaeTCA BeCbMa OH3KO OT 3adppoHa, ἡ 
ΠΕΒΗΜΝ HWcnonbsyeT ero WIA NOHWKeHHA...2’... Torma Mesoc 


NOBbILUaeTCA HW BeWeCT Frojylioc ΒΒΟΡΧ, C TeM, uTOObI ~MHacma 


Vv 
{6puia] nom HMM, ἃ 23aKHeMa cBepxy ἫΝ 


H. VUimeet πη anoctpod Apyroe Ha3BaHHe HW AeHCTBHe WIM 
HeT? 

Y. Anoctpod@ kak [3Hak], NoBopayHBaIOWHH [ABHxKeHHe 
roylocaj OT BOCXOAAMIMX Καὶ HHCXOAQAUIMM [3ByKaM], conepxuT | 
OHH, ΠΡΟΤΗΒΟΠΟΠΟΣΚΗΥΟ oMrony. TlotTomMy To Ta [HeBMa] 
NOBbIWaeT ΓΟΠΟΟ, a 3Ta NOHHWXKaeT ero. Mau [πγ 116] cKa3zaTb, 
ΤΟ [anocTpod] nNomHOCTbwO oTBeCpraeT BOCXOZHUIMe [3HaKH] 
ΚΩΚ HECOOTBETCTBYIOLIINE eMy. 

H. A KaK ABOHHOH anoctTpod? 

Y. Kak 4 OHH anocTpod, OH cosepxKUT TONbKO | ΦΟΗΜ. 
OnHakKO OH CO3HaeT ANMTEAbHOCTb WH OKOHYAHHE CaMmoro 
nowluleroch COeMMHEHHA 3HaKkoB. [JiBOHHOK] COcaMHeHHbIW 
[anoctpod] Ha3BaH Tak H3-3a coeqMHeHHA [AByXx anocTpodosB] 
MW 3-38 TOTO, ΤῸ OH CO3MaeT HEKOe GoNee NPOAOJLKNTEJIBHOE 
3By4aHHe. 

H. A πΒὰ HUCXOZAMWIMX Dyxa, TO CCTb 37aMpoH f#\ H XaMHJIn 


\,., HMeIOoT Kakoe-TO ocoGoe seiicTBHe? 


Y. Kak BocxogAuLHMe AYXH, TaK W OHH HMEHOT COOCTBeEHHOe 
J1.23. 06 nevicTBHe, NOM0OHOe Tomy, Kak 6yNTO HM OHH Hecyr obpa3 
nyiluu, [ee] GeccMepTHy0 cyTb. OHH NOAYHHAWT TOJbKO CBOH 
HHCXOAAMWIHe Tena - anocTpod 4 ABOMHOHW COeAMHEHHDIM ano- 


cTpod )) -Korga [Mx] ycTaHaBIMBaloT Nepex HMMH Tak: 


+TN Wr ΝῊ » 


H. CxonbKo (OHM COMeEpKHT KaKObIM HUCXODHLIMH 5π6- 
MCHT? 


Y. Anoctpo@ ) cogepxuT | dou, ABOMHOM coeqMHeHHbIi 
anoctpod δ) - 1, anoppou gf - 2, KpaTHMoHnoppooH (ey ~ 2 


Ξ9ΞΠΆΦΡΟΗ “#\ - 2 HW ΧΆΜΗΠΗ \ - 4. 3necb, KaK HU cpeqH 
BOCXOZAWIMX [3HaKoB], OGpa3yloTcs Bce 12 [Φοημ] 25. 


28] 


H. CkaxH MHe BHOBb OO anoppon. Mmeet ΠΗ ona kakoe- 
HHOyAb Apyroe AeHcTBHe? 

Y. Tipu Hei, Kak 33. cKa3an, ronoc [cHoBHO] BbiTexaer, 
TOYUHee, OHA BEAeET 6ΙῸ ΓΌΡΠΟΜ, HO 663 Kakoro-1H60 Wyma ἡ 
BOJHEHHA. ΠΟΞΤΟΜΥ OHA MW Ha3BaHa “anoppon”2?, 

H. Kak oHa BegeT ABe (POHH - MeJJICHHO WIM ObicTpo? 

Y. Ecnu MeasieHHO, TO B 34BHCHMOCTH OT ocobo pacno- 
JIOKCHHOHK ΟΤΡΟΚΗ, TaK..., a ΘΟΠΗ ObICTpO - TO QpyrHM obpa- 
30M...20 

ἢ. A KpaTHMOHNoppooH, KOTOpbIA, KOK ΤΡΙ TOBOpHUIb, 
oOpa3yeTcs| H3 KpaTHMb!I WH anoppou, - HMeeT JIM OH Kakoe- 
HHOyab DeENcTBHe ΠΡῊ NOHWXKEHHAX? 

Y. AHanormyuHo anoppouw. Ho oH obmagaeT HEKHM JeHCTBH- 
ΘΜ ΠΡῊ 4Ype3MepHOM NMOHHXEHHH ἡ MNOHMKaeT Ha 2 PoHH ὁ 
6ONbBWHMH DJIKTCJIbHOCTAMH. 

H. A moyemy Ξ3ΠΆΦΡΟΗ τὰκ Ha3BaH? 


Π.24. Y. Mloromy 4to on ToT, KoTopbif merko MagaeT BHH3°!. 


OtTcioga OH HW Ha3BaH 93ΠΆΦΡΟΗΟΜ. [locKobky OH O4EHb Jlerko 
NOHHxKaeT [ronoc|] Ha 2 CBOH HefeNHMbIe WH COeCAHHCHHbIC 
(OHH, OHH CyMieCTBYIOT ΟΟΘΠΜΗΘΗΗΡΙΜΗ. 

H, CKonbKo cyulieccTByeT Top Hu ΤῸ xXOY4eT COOOMMTS 
(neByemy]| dTopa? 

Y. Φτοροΐ Ha3blpaeTcA ΜΞ3ΜΘΉΘΗΜΘ, KOTMa NeBYWH H3Me- 
HsleT Meyloc HH xe, [Ayuuwe] cKazaTb, paspywaer [ero] 4 npo- 
H3BOQHT CMeHy χοῦ, KOTOpbIi OH NoeT. MH Gnarogaps Tope 
OH BCTYMaeT B Apyroh |uxoc], a 3aTeM NepeBbogHT [NeHHe] Β 
CBOH MeJIOC, TO eCTb ΚΟΓΠᾺ OH MpeKpaiwacT [ero], TO BHOBb 
MOCTHTacT Toro Ke Mesioca, KOTOpbIM Haan. OHaKO MOJLYIISI- 
ulus [mpovcxonuT] He MpocTo HW He CiyYaHHO, a BMeCTEe 
c [H3MeHeHveM] xapakTepa McnonHeHHA. CormacHo ApeBHHM, 
cyllecTByeT 6onee gecsTH Top, [ΠΟΠΒΠΕΙΟΙΠΗΧΟΙΪ, KaK ΤΟΠΡΚΟ 
BO MHOTMX MeCcTax OOHApyKUBalTcA pa3spyleHHs [HXxocoB]. 
Hosble ΚΘ MacTepa yMCHbUIWIH Ux [KonHYecTBO}. TlosTomy 
3NeCh OHM 3aNMCaHbl Tak, KaK ΠΡΜΉΣΤΟ cerogua. Mbp 
o603Ha4aem ogHy [ᾧτοργ] 3a apyroi’? : 


Φτορα I uxoca 


dtopa II uxoca 
dtopa IIT uxoca 


Φτορὰ [IV uxoca 


cbTopa | ΠΠΑΓΆΠΡΗΟΓΟ wxoca 


dtopa IT naaranbHoro Huxoca 


λον + Ho 


ᾧτορα “HeHaHoO™ 
OnHako B TernepelIHHe BpeMcHa OCTAIHCbh HEHCMOJb3OBaH- 
HbIMH JBe PTOpLI: 


(bropa “HH3Koro” |[Hxocal “AY M dtTopa IV naarwibHoro 


[uxoca] 4). 
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ΚΟΜΜΘΗΤΆΡΗΝ 


ἱ ἐξ ἀριϑμῶν καὶ ἁρμονιῶν. B 3THx CNOBaX ΟΠΟΒΗΟ 3aneyat- 
ΠΕῊΗΔ ΜΟΤΟΡΜΉΗ Ξ9ΠΠΜΗΟΚΟΜ MY3bIKH, HaYHHaA OT 66. apxaHyHbix 
BpeMeH. M3BecTHO, ΤῸ elle πΠρΡΟΒΗΘ ἤἥμιμ6 ΠΗΦΑΙΓΟρΡΟΜΙΡΙ paccmar- 
PHBaJIH MY3bIKy KaK ΡΘΞΥΠΡΤΩΤ ΠΕΟΜΟΤΒΗΗ aKyCTHYeCKHX 3aKOHO- 
MepHOCcTeH, BbIPaxkKeHHbIX B OMpeesIeHHbIX ἩΜΟΠΟΒΡΙΧ Mponopunax. 
Ilo HX MpeaAcTaBeHHAM, TaKWe 4YHCAOBbIe NpONOpuMH ΠΟΧΆΠΗ He 
TOJIbKO B OCHOBe HHTepBaoB ( 2:1, 3:2, 4:3, HT. O.), HO HM perynn- 
poBpanH oOpa30BaHve WaOBbiIx OpraHH3auHH. TlocneaHuve xe, Β 
CBOW OY4epeb, OKa3bIBaIHCbh ΦΥΗΠΆΜΘΗΤΟΜ FapMOHHH,NO KOTOpbIM 
H OLIGHHBANIHMCh 3CTeTHYeECKMe JOCTOMHCTBa MY3bIKH, XapaKTepHbie 
OCOOEHHOCTH 66 CTHIA, HalMOH@IbHad ΠΡΗΗΔΠΠΘΣΚΗΟΟΤΡ HW AaxKe 
BO3ReCHCTBHe Ha HpaBCcTBeHHOcTb. [lnqdaropenubl, 4a HW BCe ApeBHHe 
ΞΠΠΜΗΒΙ TaKKE XOPOLWIO 3HAJIM, YTO YHCNO ΠΟΤ HW Β OCHOBE 
PHTMHYeCKOH OpraHH3allHWH MYy3bIKaIbHOTO MaTepMasia. Tak ObUIa 
3anoxKeHa OCHOBa He ΤΟΠΡΚΟ rpeyecKOH HayKH O MY3bIKe, HO HU 
ΒΟΘΙῸ EBPpONeHCKOMO MY3bIKO3HAaHHA. 

ITpouwin cTomeTHA, H BH3AHTHHCKHe yYeHbie, CeAyA aHTHAHbIM 
TpanHUHAM, ΠΡΟΠΟΠΣΚΆΠΗ yTBepxKAaTb 3HAYeHHe YHCIa WM ΓΔΡΜΟΗΜἤ 
WIA X2KH3HH MY3bIKH. Bropasa uacTb Tpywa Tlaxumepa (1242 - 1310 
IT.) “Περι τῶν τεσσάρων μαϑημάτων" ( "Ὁ yeTbIpex MaTeMaTH- 
ἩΘΟΚῊΧ HayKax" ), Ha3biBaloulaacsa “Περὶ ἁρμονικῆς ἤγουν περὶ 
μουσικῆς" ( "O rapMOHHKe, TO ΘΟῸΤΡ O ΜΥΞΡΙΚΘ " ), H TpaKTaT 
Manywia Bpyvennun (pydex XIII-XIV_ 88.) ™ “Appovixa”" 
("TapMOHHKH") ABIAIOTCA HaHOonee APKHM OTPaxKeHHeM 3THX 
TeHHCHUHH ( KOHeEYHO, ObuUIO H MHOFO APyrHx, MeHee 
ΞΗΔΉΜΤΟΠΡΗΒΙΧ ABTOPOB, NMHCaBUIHX B 3TOH OOMACTH, HaYHHaA OT 
3HaMeHHTOTO Muxanna Iicenna wu KoHyaa MoaHHom []eqnacmom: 
nogpo6Hee o6 3T0M cM.: Hannich Ch. Die Lehrschriften der 
Klassisch-byzantinischen Musik//Hunger H. mit Beitragen von 
Hannick C. und Lieler P. Die hochsprachliche Profane Literatur der 
Byzantine. Munchen 1978,Bd.2, 184-195; Richter L. Antike 
Uberlieferungen in der byzantinischen Musiktheorie// Deutsches 
Jahrbuch der Musikwissenschaft fiir 1961, 6Jahrgang. Leipzig 
1962,75-115; idem. Fragen der spatgriechisch-byzantinischen Musik- 
theorie //Gnindungstagung der Arbeitsgemeinschaft Byzantinistik in 
der Sektion Mittelalter der Deutschen Historiker-Gesellschaft 1961 
in Weimar. Byzantinische Beitrage, hrsg.J.Irmscher. Berlin 1964, 
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187-230; Jepyuman E. PassuTuve ΜΥΞ3ΡΙΚΆΠΡΗΟΪ ΚΥΠΡΤΥΡΡΙ // Kysb- 
Typa BusantTun. T.2:Bropaa nonospynHa VII-XII] Bs.Mocksa 1989, 
557-570: 620 ace :My3biKaibHasd KybTypa Ποϑπηθΐ Βηϑάητ //Tam 
xe, T.III : XIII -nepspas nonopuHa XVBB. Mocxsa 1991, 528 - 550: 
ero *Ke : O6 ΟΠΗΟΜ BH3aHTHWCKOM MY3bIKaJIbBHO-TeEOpeTHYCCKOM 
uctouHHKe // BcnomoraTesbHble HCTOpHyecKHWe ΠΜΟΠΜΠΠΜΗΜΗΡΙ. T. 
XXIII. Jlennurpag 1991, 118 - 126). 

ΤΟ ObLIO BaKHeHIWee HanpaBplieHHe BH3Q8HTHHCKOH HayKy, B 
KOTOpOH MYy3bIKa ABIANaCb COCTaBHOH YacTblO BCeOOUIeH CHCTeMbI 
3HaHUH. 

Bu3aHTHHckKue Ke MY3bIKaHTbI, HE OTPHLAH MOMOOHOTO NOHHM- 
aHHA 4YHNCa WH FapMOHHHW, CaMH HeECKOJIbKO WHAaYe OTHOCHJIHCb K 
HMM. 

Mx ΓΠΆΒΗΟΪ 3a60TOK ObIno NeBYecKoe pemeco. TlosTomy oco- 
6€HHO MpHcTaibHoe BHHMaHHe OHH BCerga COCpesOTayHMBaJIH Ha 
TOM, 4YTO HMeJIO HEMOCpeACTBEHHOe OTHOLWECHHE K eCATeJIBHOCTH 
MYy3bIKaHTa - MpakTHKa. EctecTBeHHO, 4TO Takax Φηποοοφῷφοκο- 
g9cTeTMYecKad KaTerOopHsA, KaK PapMOHHSA,HaxOAHNacb ΠΆΠΘΚΟ OT HX 
€XKeCHEBHbIX HHTepecoB H ΗΘ 3aHANa CKONbKO - HHOyob 3Ha4H- 
TeJIbHOTO MeCT€a B BH3€HTHHCKOM MY3bIKVIbHO-TeOpeTHYeCCKOM 
HacsIe MH, CBA3QAHHOM C musica practica. 

Yro Ke KacaeTcH ΠΡΟΟΠΟΜΒῚ 4uncna, TO OHA NonyyMa 3Π60Ρ5 
HeECKOJIbKO HHOe NpesIOMJICHHE. 

Oco6eHHOCTH aKyCTHYeCCKHX ΦΟΡΜ MY3bIKWIbHOTO MaTepHasia 
Maio 3A00THIH MY3bIKaHTOB - ΠΡΆΚΤΗΚΟΒ. Beab B CBOeHK DeATeNb- 
HOCTH OHH COBCeEM He ΟΤΑΠΚΗΒΆΠΗΟΡ C MY3bIKVIbHbIMH HHCTPyMeH- 
TaMH, O18 HCNOJb3OBAHHA KOTOPbIX 3HAHHeE AKYCTHYCCKHX 3AKOHOB 
WrpaeT B@KHYIO ΡΟΠΡ. BH3aHTHHcKHe MyYy3bIKaHTbI HMeM Deno 
TObKO C 4YEOBCYCCKHM ΓΟΠΟΟΟΜ. MMeHHO ronoc ABISICA "abpbor 
ἢ oMerow” neByecKoro pemecjlia. BHe ronoca ΠΠῚ HHX NpakKTHYecKH 
He CYLICCTBOBAIO MY3bIKH. A ero akycTHyecKaad ( TO eCTb 
"MOMY3bIKaIbHad “) OpraHH3allHs! HAaXOMHACh B Cchepe ΠΡΗΡΟΠΗΡΙΧ 
cCnocoOHocteH Toro HH HHOrO neByero. bnaronmaps 3TOMYy BCe 
ObLIO MOBONbHO MpocTo.: ΘΟΠΗῊ ΓΟΠΟΟΟΒΟΙ͂ anNapaT ΓΟΠΗΠΟΣ AIA 
nepyecKOro fea, TO 3TO ΠΟΠΣΚΗΟ Obii0 O6O3HAYaTb, YTO HW AKYCTH- 
YecKHe MapaMeTpbI frosoca COOTBETCTBOBaNIH TpeboBaHHsM, 
NpeAbABJIACMbIM MEBYHM. B ΠΡΟΤΗΒΗΟΜ CJIyuae YeENOBEK ΠΡΟΟΤῸ He 
CTaHOBHJICS|) MY3bIKAaHTOM. Tak mpakTHYeCKH peluaach npoOslema 
aKyCTHYeCKOFO Hayaa B My3bike. CnreOBaTeJIbHO, MY3bIK@JIbHaA 
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aKyCTHKa B MMdaropeHcKOM NOHMM@HHH BOBCe HE 3aHHMala BH- 
3Q8HTHHMCKHX MY3bIKAHTOB. 

A 9TO O3HA4aET, YTO DIS HHX TepsAIO ΒΟΞ ΚΗ ΟΜΡΙΟΠ 4YMCNO Kak 
BLKHEHWHM ΦΆΚΤΟΡ MY3bIKAIbHO-aKyCTHY4eCKON OpraHh3auun. 

BmMecte c TEM ΟΠΗΟΐ H3 BOKHEHUINX 3a00T BH3AHTHHCKHX ΜΥ381- 
KaHTOB ABIANACb HOTAWHA, TAK Kak 063 66 3HaAHMA NMeBYnH NpocTto 
He Mor cocTosTbca”. Ho Bce pa3HOBHXHOCTH HOTHOFO ΠΗΟΡΜΆ, 
MpHMeHABIIMeCH B Bu3zaHTHH, ObIJIM NPeEHMYLIeCTBCHHO MHTepBayib- 
HbIMH (CM. KOMMeHTapHH K PAHK 63 Bo ΒΤΟΡΟΙ 4acTM ΚΗΜΓΗ 
KOMMeHTapHH 10 k 1.42 06., a Takxe | uw 4 K a. 46). Sto 
NpHBOAWIO Κα HeoOOxOMHMOCTM AKTHBHOTO ΜΟΠΟΠΡΒΒΟΒΩΗΜΗ YHCIJIA. 
Bedb 11000H MY3bIKVIbHbIA HHTEPBall - 3TO 3BYKOBOE BOTMIOWEHHEe 
yucca, HOO 6e3 HCYMCMECHHA OH HeMBICIHM. B pe3yibTaTe ἹΜΟΠΟῸ 
3aHAIO CBoe OCOb0e MeCcTO B BH3aHTHHCKOHW musica practica, HO yxe 
B COBEpWICHHO HHOM KaYeCTBe : HE Kak BbIpaKeHHe aKyCTHYeCKHX 
napaMeTpOB HHTepBala, a ΚἈΚ CpeACTBO ONpeweNeHUA UHTEPBaIb- 
HbIX paccTOAHHH MexAy 3ByKaMM No KonMyYecTBy φωναί. MMeHHO B 
TaKOM ΠΠΏΗΘ MpHMeHANOCb MOHATHe “NCHA (CM., HanpHmep, 
KOMMeHTapHH 2 H 7 K ἴροι. 497). 

Cyna ΠΟ BceMy, TaKOW NOAXOA COXpaHsAJICA WINTeENbHOe BPEMA H 
B MOCTBH3aHTHHCKUMH NepHog. 

A πο3βοπηπ ce6e HANOMHHTb 3TH ΦΆΚΤΡΙ, YTOOb] MPH yNOMH- 
HaHHH “YNCes! HW ΓΆΡΜΟΗΜἤ  Β AdoOHCKOM pyKOMNHCH YHTaTeIb MOT 
ACHO OCMbICJIMTbh cogepxKaHHe, BKiablBaeMoe B HHX aBTOPOM 
"BompocooTBeTHHka" ( CM. TaKKe KOMMeHTapHi 3). 

2 BoT HarmAaHOe CBHACTENbCTBO TOTO, YTO HOTALHA 3a4acTy1O 
OTOXKMECTBIANIACb C CAMOH My3bIKOH. Ilo BO33peHHAM ABTOpa COUH- 
HE€HHA, OCHOBOK MY3bIKH ABIAKOTCH He 3BYKH, He ΠΆΠΡΙ, He PHTMH- 
yecKHe CHCTEMbI, ἃ HOTHbIe 3HAKH. Τὰ MbICIb NOABHNACh B TEKCTe 
He οπγαΐηο. ΒΥΚΒΏΠΡΗΟ Yepe3 HeCKONbKO TMpewANOKeHHH OyneT 
NOBTOpeHO YTBepxXJeHHe, ἯΤΟ H3 HOTHbIX 3HAKOB ᾿ ΠΡΟΜΟΧΟΠΗΤ BCH 
MY3bIKa'. 

3 ἐν io ἀριϑμῶῷ - 6yKBaNbHO: ἽΠΡΗ paBHOM HCYHCIeHHH". 
Jina apTopa TeKcTa Ba 3ByKa, HaxOAALMecA Ha ΟΠΗΟΝ BbICOTe, 
OWCHHBYINCb ΚΩΚ 3BYKH, OTCTOALUMe Apyr OT Apyra “ Ha OAHO Η To 
xe HMCYHCHeEHHe OT NpeAbLyulero 3ByKa, pacNONOXKeHHOTO Ha 
HHOM BbICOTHOM YPOBHe. OTO CNeACTBHe HHTEPBAIbBHOM HOTALLMH HW 
cBoecoOpa3sHoe NMNOHHMGHHWe HWHTepBasla KaK paccTOAHHA, Μ3Μ6ρ5- 
IOLUETOCA KOHKpeTHbIM YHCIOM φωναί. 
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4 εἰς τὸ ἴδιον μέτρον. 3mecb MOmpasyMeBaeTcA "“coGcTBeH- 
HaA MHTepBayibHaaA BeNMYNHA', TO €CTb KOHKPeTHbI BbICOTHbIH 
yPOBEHb 3BYKa, HAXOAALIHHCH Ha COOTBETCTBYIOWICM ΜΗΤΟΡΒΆΠΡΗΟΜ 
yHane HAH OT ONpegweNeHHOH TOYKM ΟΤΟΊΘΤΩΑ. Takoe HCnNOb30BaHHe 
τὸ μέτρον TaKKe ABIIAETCA pe3yIbTaTOM HHTepBaNbHOFO aHanH3a 
3BYKOBOrO MpocTpaHctTBpa.AMeHHO NOITOMY 3 MOCYHTa BO3MOX- 
HbIM ΠΕΡΕΒΘΌΤΗ TO μέτρον KaK "BbICOTA”. 

5 Be3ycnoBHo, 3Π60}» HMCeTCA B BUHAY, TAK CKa3aTb, “KaYeCTBEH- 
Hana" cCToponHa HcoHa. Bedb OH - ΘΠΜΗΟΤΒΘΗΗΒΙΜ 3HAK, OT KOTOPOTO 
MOXHO HayHHaTb ΠΕΗΜ6. Η c 3TOH ΤΟΚΗ 3PeHHSI OH He HDCT HH B 
KaKoe CpaBHeHHe CO BC€MH OCTa@IbHbIMM 3H&KAaMH.ABIASCh CBOC- 
o6pa3HOH TOYKOH OTcYeTa, OH TEM C@MbIM JICKUT B OCHOBe BCeH 
HOTOrpaduyecKoH CHCTeMbl, H MOTOMY ΒΟΟΓΠ HeoOxOQHM Kak 
He€KHH CTepXKeHb, BOKPyF KOTOporO “TeHCTBYIOT’ BCe Apyrve 3HaKH. 
be3 HcCOHa Xe HX "“MeHCTBHe" NpocTo HEBO3MOXHO. 

6 ἄνευ τινὸς μέτρον. B ΠΆΗΗΟΜ ciyYae τὸ μέτρον BbICTyTIaeT 
yxKe ἨΘΠΟΟΡΟΠΟΤΒΘΗΗΟ B 3HAYCHHH "HHTepBasl’. Tlono06Han Τραπη- 
UMA UleT elie CO BpeMeH Bu3zaHTHH. BCNOMHMM XOTS Ob! BbICKa3bI- 
ΒΔῊΜΘ Taspuuna (48, 103), o6cyxgatolllero HOTHbIe 3HaAKH, H3MeHA- 
IOLUHe BbICOTHLIH ypOBEHb 3BYKa Ha C€KYHAY BBepX.OH MHUIeT, 4TO 
“κατὰ τὸ μέτρον εἰσὶ ταὐτά" - "NO HHTepBaTy OHH OJHHA- 
KOBDbI " 

7 τὴν ἰσότητα ἁπάσης τῆς μουσικῆς - ΟὙΥ̓ΚΒΆΠΡΗΟ; "paBeH- 
CTBO BC€H MY3bIKM". TaKoe BbIpaxkeHHe ObLIO OYeEHb XOpOoWoO Πο- 
HATHO BH38HTHHCKHM HU MOCTBH3GHTHHCKUM MY3bIKaHTaM.Ho Ans 
Toro, UTOObI ero MOF OCMBICJIMTb COBPEMeHHbIH UHMTATeJIb, ΒΟΟΠΗ- 
TAaHHbIM ΗΔ CBPONMeCHCKUX MY3bIKAIbHO-TCOPeTHYECKHX ΤΡΆΠΜΙΗΜΗΧ, 
Nepepoq 3TOK dpa3bl NoTpeboBpat cCoBMeLICHHH C HeOObUWIMM 
NOACHEH HeM. 

ὃ Bo3MOXHO, UTO C TOYKH 3peHHA cTpororo smuTepaTypHoro 
CTHIA MpOTHBOMOCTaBIeHHe BbICOTHbIX MOJIOCOB 3BY4YaHHA Kak 
"BbICOTbI" H "HH3HHbI° HelmpvemsiemMo. Ho OHO xXOpolo oTpaxkaeT 
OCObeEHHOCTH BOCMPHATHA pa3JIMYHbIX BbICOTHOCTeH. A 3TO CaMoe 
BAKHOe JIA MpaBHJIbHOTO OCMBICJICHHA MAHHOFO ()parMeHTa TeKCTA. 

9 sic τόν ἴδιον ῥυϑμόν. 3π60» ὦ ῥυϑμός  BbICTyMaeT Kak 
CHHOHHM τὸ μέτρον. BCNOMHHM εἰς τό ἴδιον μέτρον, K 
ΤΟΠΚΟΒΔΗΜΙῸ ΚΟΤΟΡΟΓῸ 948 yxe ΟὔΡΑΙΠΆΠΟΗ ( CM. KOMMeHTapHi 4 : 
ΟΜ. TaKXKe KOMMCHTapHH 2 K ἤρου, 497). 

10 CM.BCTYNUTeENbHbIM O4eEpPK K ρος. 239. 
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Il Ὃ ~ id ’ ” { ~ , 
ταν τεϑῶσι τὰ πνεύματα ἔμπροσϑεν τῶν σωμάτων 


i ὑποκάτωϑεν αὐτῶν “. HackombKO 33. ΜΟΙΥ CyAMTb, ΠΡΆΒΗΠΟ Bu- 
3aHTHHCKOH HOTAaWMH ΓΠΆΟΗΠΟ O06 ΟΟΡΆΤΗΟΜ. Bo BcAKOH προϑεωρία 
YTBEpKAAIOCh: Ὁποτάσσουσι δέ καὶ τὰ ἀνιόντα πνεύματα... 
τὰ ἀνιόντα σώματα..., ὅταν ἔμπροσϑεν ἤ ὑποκάτω αὑτῶν 


τεϑῶσιν" “ - “ΒΟΟΧΟΠΉΜΙΜΘ ΠΥΧΗ ΠΟΠΎΜΗΒΙΟΥ ΒΟΟΧΟΠΉΜΙΜ6 Teva..., 
Korma OHH, [TO ecTb Tena], cTOAT ΠΟΡΟΠ WIN ΠΟΙ͂ HHMH, [TO ecTD 
nyxamMy| “. Ilostomy mnpeszcTaBnsetca, 4YTO B KOMMeHTHpyemoili 


pase τὰ πνεύματα HW τῶν σωμάτων DOJDKHbI "NOMEHATECA” Η 
MeCTaMH, HM ΠΆΠΘΧΟΑΜΜ.Β COOTBeTCTBAM C TaKOH ΠΕρΡΘΟΤΔΗΟΒΚΟΐΪ Η 
ΟΠΘΠΔΗ NepeBod. 

12 Mb ποΐμεμ NOABNeHHe 3160» ἰσόμετρον, ECMM ΘΟΠΟΟΤΆΒΗΜ 
ero c yxXe BCTpeyaBUIMMCA BbIpakKeHHem ἐν ἴσῳ ἀριϑμῷ 
(CM.KOMMeHTapHH 3). 

13. Sto O6bxACHeHHe 3HAYCHHA ONMTOHA TakKKe OYeHb TYMaHHO. 
Beab OJMIOH B KavecTBe NOKa3zaTeiH ΒΟΟΧΟΠΉΠΙΘΗ CeKYHAbI abco- 
JHOTHO WVACHTHYCH BCEM ΠΡΥΓΗΜ TelaM: OH MOBbILUAaeT FOsIOc Ha 
TaKOH Xe ΜΗΤΕΡΒΆΠ,ΚΩΚ OKCHS, NeTacTH, Ky@HCMa, MeNacTOH ἡ 
MBOHHaAA KeHAMMa.Ho noyemy Ha3BaHHe 3TOFO 3HaKa NpPOH3OLLIO 
OT ΠΡΗΠΑΓΑΤΕΠΡΗΟΙΟ ὀλίγος  (He6ONbLIOM, MabIi), XOTA 6ΓῸ 
NeHcTBHe AHANOrHYHO HEKOTOPbIM APYIHM, OCTaeTcs TaHHOH, TaK 
KaK TONKOBaHHe, H310%eHHOe B "BonpocooTBeTHHKe , HHYero He 
OObACHSET. 

HeoOxohHMO OTMECTHTb, 4YTO OHO He MpHHagexHT aBTOpy 
“BolpocooTBeTHHkKa".OH JIMLUb CBOHMH CiOBaMH Nepegaw Mmped- 
CTaBNeHHS!, ObITOBABLUMe cwwe B ΒΗΞΔΗΤΗΜ. Tak, FaBpuun B CBOeM 
TpakTate ( 54, 180 - 56, 182) nucan: 

. Ὀλίγον δὲ, διὰ τὸ OAI- "“OnMroH xe {[HOCHT Takoe 
yov εξδρχεσϑαι τοῦ ἴσου, Ha3BaHWe], MOTOMY ἯΤΟ OH He- 
τὴν Odlyatépav yap τῶν ΜΗΟΓΗΜ OTXOXZMT OT HcOHa, Tak 
ἄλλων σημαδίων φωνήν ἔχει ΚΩΚ ΟΠΉΓΟΗ yKa3biBaeT ΜΗΤΕΡΒΑΠ 
τὸ ολίγον". ΜΘΗΡΙΗΜ, ΘΜ ApyrHe 3Haku ", 


3HauHT, HM BO BpeMeHa ΓΆΒΡΗΜΠΑ Opbilo0 H3BeECTHO CTOJIb 
MasloyOeMHTesIbHOe OOACHEHHE. 

ΤΟ TOBOPHT O TOM, 4YTO yxXe B  BH3AHTHMCKYW 9ΠΟΧΥῪ 
NOcTeneHHO “3a0LiBanacb” NpH4YHHa ΠΡΟΜΟΧΟΣΚΠΘΗΜΗ HAaHMEHOBa- 
HMM ΜΗΟΓῊΧ 3HaKOB HM HaYHHAIO yTpayHBaTbcH 3HAaHMe O6 HCTOPHH 
CTAaHOBICHHA ἨΟΤΆΠΗΜ. BmMecTe c TemM co cnoB Toro xe TaBpyHwia 
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(56, 185-196) craHoBHTcA sICHO, TO MpHBeACHHOE BbIlle OObA- 
CHCHHE ΒΡΙ3ΡΙΒΏΠΟ KPHTHKy, H ΟΠΗΟΒΡΟΜΘΗΗΟ C HUM CYLUeECTBOBaIO 


apyroe, 
BaHHA ᾿ΟΠΗΓΟΗΣ: 

" Ἀλλ᾽, “ἔχει [εν 
ὡς καὶ ἡ ὀξεῖα καὶ ἡ 
πετασϑὴ ἀνὰ μῖαν ἔχουσι 
τὴν φωνήν, ὅϑεν ὥφειλε καὶ 
ταῦτα ὀλίγα καλεῖσϑαι. Ἢ 
δὲ αἰτία ὄτι τοῦτο ἐστὶ τὸ 
ἀρχαῖον σημάδιον, ἡ δὲ 
ὀξεῖα, ἡ πετασϑὴ καὶ τὰ 
ἀλλ εἰσὶ νεώτερα. Φασὶ 
γὰρ τινες ὡς τοῦ Πτολε- 
μαὶου εἰσὶ ταῦτα. Οὐ γὰρ 
ὁμοῦ γέγονε πάντα, ἀλλ᾽ 
ὥσπερ ἐπὶ τῶν εἰκοσιτε-- 
σσάρων γραμμάτων Παλα- 
μήῆδην μὲν πρῶτον εὑρετὴν 
εἶναι λέγουσι τῶν δεκαὲξ 
γραμμάτων, ἔπειτα δὲ καὶ 
tov ἄλλων ἄλλους, οὕτω 
γέγονε καὶ ἐπὶ τῶν σημα- 
δίων. Λοιπὸν ὁ πρῶτος 
ὀνοματοϑέτης τῶν σημαδίων 
τούτων εἰδὼς ὅτι ἤ. μίαν 
φωνὴν ἐξερχόμεϑι ἥ δύο ἤ 
τρεῖς ἤ τέσσαρας ἤ πλείους, 
τὸ ἔχον τὴν μίαν ἐἑκάλεσεν 
ὀλίγον, τὸ δὲ ἔχον τὰς δύο 
ἐκάλεσεν κέντημα". 


Oonee γδοαμτπΡΗΟΘ. TONKOBAaHHE MpONCXOXMeEHHH Ha3- 


"Ho Koe-KTO yrBepxaaeT, UTO 
OKCHA MW NeTacTH ykKa3bIBaloT Ha 
ONHH HHTeppan. I[IpwunHa xe 
[ΤΆΚΟΓΟ HaMMCHOBaHHS! ΟΠΗΓΟΗΔ 
3akmio“aeTcA B TOM|, 4YTO OH 
ApeBHHH 3HaK, ἃ OKCHA, MeTacTH 


M smapyrve - Oonee ΠΟΞ3ΠΗΒΜ6. 
HekoTopbie YTroOBOpsT, TO OHH 
ΠΡΟΜΟΧΟΠΗΤ ΟΤ IIronemes. 


[OnHaKO] He Bce [3HakKH] Noa- 
BHJIMCh ODHOBPeMCHHO, a πομοῦ- 
HO TOMY, Kak |roBopsT] OTHOCH- 
TeNbHO 24 OyKB, TO I[lanameg 
CTa MepBbIM H306petatenem 16 
6yYKB, ἃ ΠΟΤΟΜ ~A”pyrve [cTaH 
ΟΟΞΠΆΤΟΠΗΜΜ] ΠΡΥΓΗΧ. Tak mpo- 
M3010 H C HOTHbIMH 3H&KaMH. 
ToT, KTO NepBbI a1 Ha3sBaHHsl 
39THM 3HaKaM, Υ̓ΒΗΠΕΒ, 4TO [ΠΡῊ 
NeHHH| Mbl MposABHTaemca s1H60 
Ha OJHY QMOHH, HOO Ha be, 
πμηῦο Ha TpH, 1H6O Ha 4erTbIpe, 
mM60 Ha MHOFO, Ha3Bayl [3Hak], 
cofepKallMH OHY (OHH, ΟΠΗΓ͵ΙΟ- 
HOM, ἃ COJepxXKaAUWIHH ABe - Ha3Bal 
KCHIHMO#..." 


Ha OCHOBaHHH ΤΆΚΟΓΟ COOOHICHHA MOXHO ΠΡΟΠΠΟΠΏΓΩΥΡ, ITO B 
IpeBHOCTH, ΚΟΓΠᾺ 3apoKAANIACh ΗΟΤΆΠΗΣΙ, ONMTOH Ob CAHHCTBCH- 
HbIM 3HAKOM,YyKa3bIBaBLIMM ΗΔ CaMbIM M@JICHbKHH HHTepBay (BOoCc- 


XOMALIYIO C€KYHAy) WH ΠΟΘΤΟΜΥ NoNyyH Ha3sBaHHe τὸ 
B Mpolecce pa3BHTHA HOTAaLHH, 


ΒΠΟΟΠΟΠΟΊΒΜΗ, 


ὀλίγον. 
NOSBUAIHCLh H 


IipyrMe 3HaKM, Takke Mpegnonarajouime war Ha cekyHay. Ho 
Ha3BaHHe “OJIMTOH" yxe ObIIO DWaHO CAaMOMY ΠΟΡΒΟΜΥ NOKasaTesio 


19. 3akas Ν᾿ 2443, 


Ne ee, 
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Ce€KYHIbI. Tak, HECMOTps Ha CYLUCCTBOBAHHe “ὍΠΗΟΜΗΤΟΡΒΆΠΡΗΡΙΧ᾽ 
3HAKOB, OJIMFOH OCTAICA CO CBOHM MMeHeM, NospasyMeBaiouluM 
ABYWKeHHe Ha ΗΔΗΜΘΗΒΠΙΠΙΜΜ ΜΗΤΘΡΒΔΠ. 


14 EcTh CMbIC] CONOCTABHTb 3TO HHOCKa3aHHe Ο OGbACHeHHEM, 
KoTOpoe aBat okcwHH Anocton Konctac B cBoeH "Μουσικὴ 
Τέχνη"(ομ.: Στάϑης Γρ. Ἡ ἐξήγησις τῆς παλαιᾶς βυζαντινῆς 
σημειογραφίας, 47): “ ἡ ὀξεῖα «ἔχειρ τὴν δύναμιν" - ὍΚΟΜΗ 
<comepKUT> CHI ". 

[5 HW BHOBb ὁ ρὗϑμός -B 3HAYeHHH “HHTepBan". 

16 BnonHe BO3MOXHO, YTO ONMCAHHe ΒΟΠΗΜΆΒΟΓΟ M CNOKOMHOTO 
XapakTepa MeTaCTH HaBeNO ABTOpa Ha CpaBHeHHe C BesMYeCTBeH- 
HbIMH KAMCHHbIMH CobopamMH. 


17 3To HECKONbKO CBOGOAHDbIN NepecKa3 dparMeHTa Μ3 COuHHe- 
Hus Γαβρμηπᾶ ( 60, 233- 236): 


> 
. 


"Τὸ δὲ κούφισμα ἀπὸ 
τῆς ἐν τῇ φωνῇ τάσεως᾽ 


κοῦφον γὰρ λέγεται τὸ 
ἐλαφρόν, ὅϑεν τὴν φωνὴν 
τοῦ κουφίσματος ἐλαφρῶς "{[Haspanve] 6 Ky@HCMbi 


δεῖ καὶ κούφως ἐκφέρειν, ΠΡΟΜΞΟΙΗΠῸ OT HaNpAxKeHHsA To- 
ἀλλ᾽ οὐ μετὰ τόνου διὰ soca, HOO "ΚΥΦΟΗ" ΗΔ3ΡΙΒΆΘΤΟΝ 
τοῦτο γὰρ κούφισμα." “πογκοο', οτκυπᾷ WHTeCpBal Κγ- 
@YCMbl AOJDKEH ΜΟΠΟΠΗΞΤΡΟΝΣ 
NerKO HW BO3SMYWIHO, ἃ HE Ὁ 
ymapenuem. TlostTomy OH, {TO 
eCCTb 3Hak}, Ha3bIBaeTcA ᾿κγῷμο- 


aue 


ΜΟΙ. 


Hockonbky B TeKcTe [ΒΡΗΗΠᾺ ΠΡΜΟΥΤΟΤΒΥΘΤ Ba ΘΟΟΒΘΟΡΙΠΘΗΗΟ 
OMHO3HAYHDIX Hapeyns ἐλαφρῶς... Kal κούφως", K KOTOPbIM 
NpOcTO HEBO3MOXHO MosoopaTh CTONMb OAHO3HAYHbIC CHHOHHMBI, 5 
nepese WX KaK ‘JICrKO MW BO3ZYLUHO". 


18 Tanpunn ( 60, 236 - 239) Takke ykKa3bIBaeT Ha CBSI3b 
NemacToHa H ΠΕΊΔΟΤΗ : 
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"TO δὲ πελασϑὸν πετα- "TIenacToH ΧΚ6 ΠΟΠΈΚΘΗ cKopee 
σϑὸν ἔδει μᾶλλον καλεῖσϑαι Ha3bIBaTbCH ΠΟΤΔΟΤΟΗ. HacKosIbKO 
εἷς ὅσα γὰρ ἐστι χρήσιμος ΠΟΠΟΒΗΟΪ sABIMeTCH ΠΘΤΏΟΤΗ, 
ἡ πετασϑή, εἰς τοσαῦτα καὶ HacTOMbKo [ΠΟΠΘΞΉΡΙΜ OKA3bIBA- 
eTcH|] HW ΠΟΠΏΟΤΟΗ, Μοκπιο ας 
HeEKOTOpble ΗΘΜΗΟΓΟΙΜΟΠΘΗΗΡΙΟ 
οπγααμ". 


4 4 é 
τὸ πελασϑὸνΝ, πλὴν ὀλίγων 
τινῶν." 


ΗφοΟΚκοπΡΚο HWDKe B HaAWCH pyKonHcH “BonpocooTBeTHHka ΟΥ̓ΠΘΤ 
NPOWATHPOBaHO (NpaBda, B HCNOPYeHHOM Be - CM.KOMMeHTapHit 
19) 3aKIIOUHTeEIbHOe ΠΡΟΠΠΟΣΚΟΗΜΘ 5ΤΟΓῸ (bparMeHTa. 

19 Becb 3TOT a6sall BbI3bIBaeT HeaOyMeHHe. Bo-nepsbix, 
OnvcaHHe ΠΡΟΜΟΧΟΣΚΠΘΗΜΗ HayepTaHHA NMeNacTOHa KaK HeKoero 
ΟΥ̓ΜΜΗΡΟΒΆΤΗΜΗ ΓΡΆΦΗΚΗ “WaMODbI' WH H300paxkeHHs!, OcTABLUErOcsH 


nocjle W3bdTHA H3 GOpMbl MeTacTH 9ΠΟΜΘΗΤᾺ oy ΠΟΡΟΣΚΠΏΙΟΤ 


ΡΑΞΗΟΟΘΡΆΞΗΡΙΘ BONpocbl, H60 MHOroe B CaMOH ONHKCbIBaeMOH 
One palWuu ἢ B 66 pe3yIbTaTe OCTaeTCA HCNOHSITHbIM. Bo-BTOPbIX, 
ΠΟΘΙ. Κραΐης cTpaHHOTO ΟΟΟΠΜΗΘΗΜΗ͂ αὐτὴ πετασϑόν (?) 
noMeluleHa “NepeKpoeHHan ΠΗΤΆΤᾺ Μ3 COYHHeHHs [ΔΒΡΜΗΠὼ 
(ΟΜ.ΚκΟΜΜΘΗΤΆΑΡΜΗ 18), Mae BMecTO ΠΟΓΜΉΘΟΚΗ SICHOW ποοπομο- 
BATEJIbHOCTH "sic ὅσα yap ἔστι χρήσιμος ἣ πετασϑή, εἰς 
τοσαῦτα καὶ τὸ πελασϑόν, πλὴν ὀλίγων τινων" BOSHHKAeT ee 
ΔΟΡΚΆΠΡΗΒΙΠ ” BAPHAHT, JIMLUCHHbIN BCAKOFO CMbICJIa H Κ TOMY Xe 
C MponycKoM BaxHOH dpa3bl : "πλὴν ὀλίγων Tivdv...<?>... εἰς 
ὅσα εἶναι χρήσιμος ἣἥ πετασϑή". Ecau xe Καὶ 3TOMy ΠΟΘΆΒΗΤΡ 
ΗΘΗΞΒΘΌΤΗΟ ΟΤΚΥΠᾺ ΒΟΞΗΜΚΙΠΟΟ HW HeMOHSITHOe ΠΟδΆΒΠΕΗΜΕ καὶ 
obyi τὰ ὅλα, TO ΠΟΡΒΠΉΘΤΟΝ UcHad ΠῸΠΡ COMHEHHH Β ποοτο- 
ΒΟΡΗΟΟΤΗ Bcero OTpbIBKa. ΠΟΘΤΟΜΥ MHe ΚΏΣΚΟΤΟΣ,, ΠΤῸ Β ΠΆΗΗΟΜ 
meCTe ΤΟΚΟΤ 38Βη46|Ὸ HCNOPYeH, HW YTOObI He ycyryOusITb WH 003 Toro 
CIOKHYKH) CHTYALHW, 4 NOCUNTA GNaropa3yMHbIM He NepeBOLHTb 
OKOHYaAHHe 3TOFO ao3aua. 

20 Cm.KoMMeHTapHi 11.HeTpyaHo 3aMeTHTb, YTO aBTop “Bompo- 
COOTBETHHK2” He WaeT OObSCHEHHSH! HA3SBAHHH KCHAMMbI HW ΠΠΟΜΠΗ, 
TO €CTb OH OOXOZMT MONYRHHEM BONPOC, NOCTABJICHHbIN B TeEKCTe, 
4 MepexOAWT K TOAKOBAHHK) HA3BAHHS ΓΡΥΠΠΡΙ 3HAKOB, K KOTOpOil 
OTHOCHTCA KEHAMM’ H HNCHIH - τὰ πνεύματα. Paspuna xe (56, 
196- 201), Kacasicb HAMMEHOBAHHH KCHOHMbI W HNCHIN, CoOoOmaeT 
cnenyloulee: 


19° 29] 


τοῦτο δέ παρονο- 

μάζεται ἀπὸ τῆς χειρονο- 

μίας, καϑὰ δὴ καὶ τὰ δύο 

κεντήματα. O γὰρ χειρονο-- 

μῶν τὰ κεντήματα οἷϊονεὶ 

σχηματίζει τὸν δάκτυλον 

κεντῶν - τὸ δὲ ἔχον τὰς "ec, [τὸ ecTb ΚΘΗΠΉΜΒΙ, 
τέσσαρας ἐκάλεσεν ὑψηλήν, ΗἨΔΗΜΘΟΗΟΒΔΗΜῈ 3ΒΜΜΟΤΒΟΒΔΗΟ Η3 
διότι οὐδὲν ἄλλο τῶν XHpOHOMHH, KaK Μὶ [Ha3BaHHe] 
σημαδίων ἐκφέρει τὴν φωνὴν ABOHHOM KeHZHMBI. M60 ToT, KTo 
ἐπὶ τὸ ὑψηλότερον ταύτης. XHpoHomupyeT [66], H30bpaxaer 
TOUKH TaK, ΟΠΟΒΗΟ Tbi¥eT ΠΔΠΡ- 
uem.{[3HakK] 2c, ykKa3bIBalowwui 
yeTbIpe (POH, OH Ha3Bal Ηποῖ- 
ΠΗ, NOTOMY TO HUK&KOH Apyrov 
H3 3HQKOB He BO3HOCHT ronoc 
ΒΡΠΠῸ ec”. 


TakHM o6pa30M, Ha3BaHHe “KCHZHMa" MpOH3BOAHTCH OT Mmarosia 
Kevtém (“KONOTD"), ἃ HNCHAM - OT ApHaraTenbHOTO -ὑψηλός 
("BbICOKHH'). 


21 Tlourn 6yKBaIbHad ΠΗΤΆΤΑ 3 Tpaktata Tappuuaa ( 48,104 - 
106). 


22 B coynHenHvn Tapspunna (48, 96 -106), Korma 3agaeTca 
ΒΟΠΡΟΟ, He Occnose3HbI NH 3HAKH, YKa3bIBAKWLINe OHH H TOT Xe 
MHTepBan, 3BYIHT TaKOH oOTBeT ( 4TOOLI He BO3HHKaJIO 
Hesopa3yMeHHH B ΠΟΗΜΜΏΗΜΗΜ H3aracMOH 30eCb xapaKTepHCTHKH 
3By4aHHa “OMerH” HM "“MHKpoHa", ΠΡῊ epepode A Μ3ΜΘΗΜΠ 
NOCNEMOBATELHOCTh τὸ βραχύ MW τὸ μακρόν, TAK KaK B TeKCTE 
ΓΑΒΡΗΜΗΠα cHauana ynOMMHaetTcs “omera ", ἃ NOTOM - "OMHKpOH"). 
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Pe δι. & 3 5 ᾿ 
— ΟΟΘΟΜΗΝΣ ἀλὰ ὥσπερ "Ἥ μοκοπρβκο, ἃ ΠΟΠΟδΉΟ TOMY, 
ἐπι. τῶν τ ΠΡΟ ὁ πη πκητΕ' “omera’ (ὦ) ἢ 
Ὧ Βεγα τ καὶ ΝΠ Ὁ) OANHAKOBL “TIO 
PO are μεν τὴν RPO TpOW3HOWCHHK), HO pa3JIH4a1or 
φορᾶν εἰσι ταῦτα, = OLAKPE- x TeM, TO OHA ΠΟΠΓΆΣ, a 
ρουσι δὲ τῷ μὲν εἶναι aApyrof - KpaTKHit, To aHanorHy- 
βραχύ, τὸ δὲ μακρόν. HbIM o6pa30M “91 (η), “μοτω" 
Ὁμοίως δὴ καὶ τὸ ἡ καὶ (ἡ), "Μπομποη" (0) HM apyrne 
τὸ τ καὶ τὸ ὃ καὶ τἄλλα AMCPTOHTH οπμβᾷκοβρμι NO Προμ8- 
τὰ δίφϑογγα ταὐτὰ μέν εἶσι HOWCHHIO, ΟΠΗΏΚΟ ΟΥ̓ΠΗΗΔΙΟΤ HX 
κατὰ τήν ἐκφώνησιν. διαφέ- NO ΠΟΠΙΌΤΟ, ΚΡΏΆΤΚΟΟΥΤΗ H ΠΟ 


ρουσι μέντοι καὶ ταῦτα ΑΡΥΓΗΜ MpH3sHakaM. Tak Προμο- 
κατὰ τὸ μακρὸν καὶ τὸ XOMHT HM CO 3HAKAMH, = YKASbI- 
βραχὺ καὶ KAT? ἄλλας BAIOLUHMH Ha OHH UHTeCpBal, 


NOTOMY TO NO HHTepBaly OHH 
OMMHAKOBbI, ἃ OTIHYAIOT HX Opy- 
THM οὔρα3ομ. Moo HHaye xHpo- 
HOMMpyeTcs! ΟΠΉΓΟΗ, HHaYe - 
OKCHs, HHaYe - MeTAacCTH, HHaYe - 
ABOHHAS KCHJHMa.. 


χρείας, οὕτω γίνεται καὶ ἐπὶ 
τῶν σημαδίων τῶν ἐχόντων 
ἀνὰ μίαν φωνήν, ὅτι κατὰ 
τὸ μέτρον εἰσὶ ταὐτὰ, δια- 
φέρουσι μέντοι κατὰ τινα 
τρόπον. Ἄλλως γὰρ χειρο- 
νομεῖται τὸ ὀλίγον καὶ 
ἄλλως ἣ ὀξεῖα καὶ ἄλλως 
ἡ πετασϑὴ καὶ ἄλλως τὰ 
δύο κεντὴήματα". 


CM. KOMMCHTapHh 2]. 

Heb38 He OOPaTHTb BHHMAHHS!, YTO B TONbKO YTO NpPHBeEACHHOH 
uHTaTre [ΓΆΒΡΗΗΠ Ha3bipacr AMMTOHTaMH OAHHOMHbIC 3ByYKH.I]o- 
BHJHMOMY, MOACO3HaTeJIbBHO OH HMMCJ B BUHAY HE TONbKO 3BYKH ἢ, 
l, UL, HO XH OAHO3BYYHDIC ΠΗΦΤΟΗΓῊ εἰ, οἱ, ULI. 

23 CxKopee Bcero, Ws TAKOH OUCHKH pewalollylW ponb HrpaeT 
oco6bIW NpodbecCHOHWIbHO-3ICTCTHYCCKHH B3IsiM HA ΗΟΤΗΡΙΜ TeKCT 
- B3FIAQ, BOCNHTAHHDIA JVINTCNbHbIM OMbITOM He OHOFO 
NOKONC€HHA MY3bIKAHTOB. B mogoOHbIx caAyyanx HeEBONbHO 
ΠΡΟΜΟΧΟΙΜΤ CoMnocTaBAcCHHe KOHKpecTHOFO HCBMCHHOFO TCKCTa C 
MHOrMMM ΠΡΎΓΗΜΜ, yxXe ΠΏΒΗΟ H3BCCTHbIMH.M BHe 3aBHCHMOCTH 
OTTOFO, KaKOBO pcatbHoe 3BYYaHHe AaHHOH HOTHOH 3anmucH, 
MOXHO MOVYBCTBOBATb CBOE COOCTBEHHOE OTHOWCHHe K Hen, Aaxe 
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sellin 


ὃς, 
ΤΟΠΡΚΟ K CC ΒΗΘΙΠΗΟΜΥ BHAY.KOHeyHO, ΦΟΡΜΗΡΟΒΔΗΜΘ Taxoro 

OTHOWCHHH - pe3yYIbTAT ΠΠΗΤΌΠΡΗΟΓΟ OOWIEHMA C ΜΗΟΓΟΊΜΟΠΘΗ- 

HbIMH HOTHbIMH TeCKCTaMH. ABTOp Haluero “Βοπροσοοτβετημκο" 

BOCMHTbIBWICS Ha HEBMCHHOM MaTepHasic, B KOTOPOM NOCTOAHHO 

ynoTpeOnsHCb coyeTaHHs! HeBM. [losTomy, Korda fMepen ero 

MbICJICHHbIM B30POM TpeAcTala 3anWcb, MCNOAb3YIOWIA ΠΗ» 

MOCHCLOBATCJIBHOCTH OTHENbHbIX 3HAKOB, Te AYXH JIMUUICHBI Ten, TO 

ΘΟΤΘΟΤΒΘΗΗΟ, 4TO OH MOF ΟΠΡΟΠΟΠῊΤΡ ec TOMbKO KaK ‘ronyw ἡ 

HCKPacHBylo'. 

24 CormacHo ΤΡΆΠΜΠΗΜ, BH3AHTHHicKMe TeOpeTHKH MY3bIKH 
NpOW3BOAWIH ΤΟΡΜΜΗ ἡ πετασϑή OT Maroma πέτομαι - “NeTaTD’. 
XHPOHOMHUYCCKH]t XKeCT, NOKA3SbIBAWOWIMH MeTaCTH, HanOMHHal 
ABHKCHHe Kpbiia NTHUbI (CM.KOMMeHTapHi 5 καὶ. 43 PAHK 63). 

25 ἀδιάφορα εἰσί. Kak yxe yKa3bIBaNOCb BO BCTYMHTCALHOM 
ouepkKe Κα /pey. 239, momo6HOe ONnpemencHHe - HOBULICCTBO, HE 
BCTpeYaBLUeeCs B MY3bIKiJIbHO-TeOpeTHYeCKHX HCTOYHHKAX Oosice 
paHHero BPeMeHH. 

26 3necb Tak Ke, KaK HB /pey. 498 (cM. KOMMeHTapHii 21 κ [pey. 
498), OTCYTCTBYe€T pa3SHHLLA Me*KAY ABYMS|) 3HQAYCHHAMH ὑποτάσσειν 
- "NOAYHHSITD” H "NOMeWTb nog" (CM.TaKKe KOMMCHTApPHH 4 K Π. 
45 06. PAHK 63). 

27 Be3ycnoBHo, B pyKOMMCH OeBHOHbIM Npomyck, TaK Kak 
OKOHYAHHe ΠΡΟΠΠΟΧΘΗΜΣ MO CMbICNyY HHKIK He CBH3AHO C Cro 
HOYQIOM. 

28 Cm. KOMMCHTapHit K [peu.497. 

29 CM. KOMMeHTapHit 6 K Ipeu. 494. 

30 MoxHO JONYCTHTb, UTO TaM, ΓΠῸ 51 BCTABHA TpoeTouHe (8B 
pyKonWcH ero, KOHCYHO, HCT), MOMH ObITb COOTBETCTBYIOLLHE 
NOCACAOBATCNLHOCTH HEBM, KOTOpbie MO KaKOH-TO MpHYHHEe He 
ΠΟΠΆΠΗ B HAL ΚΟΠΟΚΟ. 

31, O cnose ἐλαφρός cM. KOMMeHTapuit 17. 

32, Mrophi AawTCcs 34eCb HC B YHHPHUMPOBAHHON cope, a TaK, 
KiK OHH H300paxeHb! B NYOINKYeEMOH pyKONMHcH. 


Translation 


The Question-and-Answer Dialogue 
on Interval Signs. 


Fol.17. Teacher (7T.) What is music? 

Pupil (P.) Music is an art which is born of numbers and 
harmonies!, [and] is completely devoted to sacred chants. 

T. What is the basis of music? 

P. Certain sounding and soundless signs?. Those, who 
would call them elements, would not be wrong. 

7. But why elements? 

P. For it is of them that all music is composed, and, at 
the same time, it is analysed by them, or, rather, if put in a 
more proper way, an element [in music] is what gives rise to 
something primary and after being created it is analysed [by 
these] elements. 

T. Which of the signs or elements 15 the first? 

P. The ison @_. 

T. This ison, you are speaking about, is it sounding or 
soundless? 

P. It can be both: sounding and soundless. 

7. Why does it have double functioning? 

.17y. P. Because for the chanter it is set either as a non- 
interval sign to emit a [sound] at the same pitch?, or as a 
sounding fone], that is, when God guides it either on one 
phone or on several degrees and deftly brings it back to its 
own pitch* from which [chanting] has started. 

T. Why is the ison [considered to be] the first element, or 
sign, as [ call it? 

P. Because at the beginning, in the middle and at the end 
of music there must be [a sign], as if superior to other signs). 

7. Is this ison measured, or ts it just chanted without any 
interval?é 

P. It is chanted but not measured. 

T. Why is it called the ison and not otherwise? 

P. Because it maintains equality [with the preceding 
sound] in all music’. 


Fo 


295 


_ Γ ᾿ 


T. So this ison may be either set in music or not. | 
presume it is not so indispensable, for it seems to be useless. 

P. No, it is indispensable because without it no interval 
can be obtained. 

T. Where is the ison as such to be found: among the 
ascending elements or among the descending ones? 

P. It is neither among the ascending, nor among the 
descending [elements] but it retains equality [with the 
preceding sound] and remains such until some of these 
elements have been set, that is, [until] either ascending ΟἹ 
descending signs have been set. 

T. When many isa come together, what is to be performed 
by means of them? All given [isa] or only some of them? 

Fol.18. P. There is a rule in Chanting: when [chanters] come 
across more that thiee isa, some [of them exist] high and 
some, on the contrary, low’ to get to its pitch? where 
Ichanting] has started. 

T. How many phonai can the chanter raise the ison by? 

P. By as many [phonai] as he likes. But the same number 
of falls will be necessary then, until that very ison is 
discovered which the first [to sound]. 

T. So, what is the number of these signs or elements of 
music? How many ascending [elements] and how many 
descending [ones] are there? 

P. [There are} 14 all in all but without the ison. 

T. How are different signs called and why [are they called 
so]? 

P. The oligon — the oxeia yf the petasthe 6 the 


kouphisma @m the pelaston Y the dyo kentemata \ the 
kentema \ the hypsele £ the apostrophos ) the dyo joint 


apostrophoi δ) the aporroe ( the kratemohyporroon ity the 


elaphron @\ and the chamele \. 
T. What are their functions? 


P. They raise the chanter's voice and lower it, create the 
melody, order and the most delightful harmony. 
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T. How many [groups] are these elements and signs 
divided into? 

P. Into ascending and descending [groups}. 

Τ. How many ascending [signs] exist and what are their 
names? And what is [their] number? 
18v. P. They are 8, and they are called the oligon — the 


oxeia ,“ the petasthe δ the kouphisma @, the pelaston ¥ 


Fol. 


the dyo kentemata \\ the kentema \ and the hypsele £ . 
T. How many descending elements exist and what are 
their names? 


P. They are 6, and they are called: the apostrophos ) the 
dyo joint apostrophoi δὲ) the aporroe g the kratemo- 


hyporroon (ty the elaphron f#\ and the chamele \.. 


T. And now tell me separately, first of all, how many 
|groups] are the ascending signs divided into? - 

P. Into three [groups]: the bodies, the spirits and the free 
[signs] }°, 

7. What and how many bodies there ext? 

P. Five: the oligon — the oxeia the petasthe ed the 


kouphisma @g and the pelaston Y. 
T. What and how many spirits there exist? 


P. Two: the kentema \ and the hypsele Δ. 

T. And what [signs] are free? 

P. Only the dyo kentemata \W. 

T. What is the difference between the ascending spirits 
and their bodies? 

P. The bodies are subordinate to their spirits and stop 
[their] functioning [when becoming] soundless. Like soul 
(which is a spirit), when it leaves the body, thus mortifying 
it, it makes [it] soundless. The same are the bodies of the 

Fol.19. ascending interval signs. 
T. How many in what way do the ascending signs submit 


to their spirits? 
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P. When the bodies stand before the spirits or under them 
as is shown here!!: 


T. And how does ei free [dyo] kentemata behave? 

P. It neither submits to, nor subordinates any elements 
but is completely indifferent. [to them]. 

T. Which side does the dyo kentemata tend to take: that 
of the bodies or that of the spirits? 

P. It tends [to take the side] of the bodies, but only 
partially, not completely. 

T. Well, tell me how many phonai does each ascending 
elements or sign contain? 

p. The oligon — - 1, the oxeia σκ - 1, the petasthe e> - 


1, the kouphisma @m, - 1, the pelaston Y - 1, the dyo 


kentemata Νὰ - |, the kentema \ - 2, and the hypsele 2, - 


4. All ascending [signs] form [2 phonai. 

T. Why does the dyo kentemata have | phone, and one 
kentema 2? 

P. As some creators [of music] taught, that the dyo 
kentemata is more often found with the bodies than with the 


.19v. spirits, because of this it has one phone - partly as the 


body [sign] and partly as the free [sign]. And one kentema, 
being more honoured, [as distinct] from the bodies, was 
placed with the spirits like the sould ascending from the 
body. But we would say more clearly: 1 phone of the dyo 
kentemata is greater and stronger in ascension, than 2 
phonai of one kentema; it is like two pairs of bellows with 
the air being let out into the fire from one and the same 
hole; for the stronger and the more effective is the air [which 
is let out] from the two pairs of bellows than from one. The 
same is with the phonai of the dyo kentemata, which rises 
higher and gives more phonation than 2 intervals of one 
kentema. 

T. Why is the oligon — not called other than [oligon]? 

P. Because in comparison with other bodies it has a more 
insignificant interval. Hence, its name. In other words, it is a 
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uniform [sign] 12, not because it guides the voice up higher 
than it is necessary, but because it. indicates the value of only 
one phone and [not] more!?. 
T. Why is the oxeia 7 called so? 
Fol.20. P. Because it rises very abruptly. So it is discovered, that 
when it contains "many voices"!4 and often when it is found 


together with the psephiston ~%y, it guides chanting again, 
properly and briefly, in accordance with its interval!> and 
melos. 

T. And the petasthe e5, why was this particular name 
chosen [for it]? 

P. Because it also guides the voice upwards and raises it 
high, as if demonstrating stone buildings!®. It forms 
harmonious melos and the latter often appears to flying up, 
and it is considered to contain “many voices". 

T. Why is the kouphisma @y called so? 

P. Because of straining the voice. It is called “light” and 
"kouphisma"” because it raises the voice in a light and quiet 
way, without any accent!’, 


T. Why is the pelaston ¥ called so? 

P. Because it stands second from the petasthe. As if it 
guided the voice upward by all means!8. It has strong 
phonation, especially when it meets with the parakletike, the 
dyo apostrophoi and the tromikon. 


ites 
Ὑ" 
ὅδ) 
7. How and why does the pelaston stand second from the 
petasthe as you have mentioned above? 


Fol.20y. P. [The sign] of such kind should be called coordinated 
with the petasthe, because [it is from] the latter that the 


whole element Zo is taken and in addition the pelaston is 


formed...!9 

T. Why are the kentema and the hypsele [called] so? 

P. We say about them that they are spirits and bear the 
very image of soul. Like the soul is immortal, so are they all 
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independent and subordinate their bodies when [the latter 
stand] before or under [them], as we have mentioned 
above, 

T. Thus, [the distribution of signs between the bodies and 
the spirits] is uneven: 5 elements or signs for ascension are 
bodies, having | phone each. Why is it necessary that they 
Should exist in music? Could one body and two spirits 
perform their functions without making it necessary to set 
most of the similar [signs]? 

P. In music it is extremely impossible to use all bodies, 
for, as has been mentioned above, one [body] differs from 
another. Because the oligon is cheironomized in its own way, 
and so is the oxeia, and so are other [bodies}, for they have 
different functions?!. For example, the same is in the 
alphabet, where there exist 24 letters, that is, [24] elements, 
and the omega [differs] from the omicron, though they have 
the same phonation. Yet, one [sign] can be distinguished 
from the other, because the omega [indicates] a long [sound] 
and the omicron [indicates] a short one. Similarly 


Fol.21."eta", “iota” and "“ypsilon" give one and the same 


phonation. Besides, other diphthongs are marked out. Thus, 
at and "epsilon" give phonation almost identical, however, 
one [letter] is distinguished from the other22. 

T. Let it be so. However, on the one hand, the two spirits 
for the ascending elements [are called so] because they 
[reach the pitch level] higher than [other signs], for they are 
the reflection of soul. But on the other [hand], they 
subordinate all their bodies. Then, why is it necessary to set 
the subordinate bodies as well, while creating music, if they 
have no effect, being soundless and subordinate? I find it 
unnecessary. . 

P. It is not superfluous but quite indispensable for two 
reasons. Firstly, to cause the obedience and mortification of 
the bodies by their spirits, and secondly, to create a perfect 
raiment, for when only spirits are set in a musical sequence, 
everything appears bare and plain23, 

T. Tell me, are the ascending bodies subordinate to their 
own spirits or to some other elements as well? 

ἢ. They are also subordinate to the ison when it is placed 
above them as is shown here: 
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Moreover, they are also subordinate to all descending 
elements, as is drawn here for better understanding 
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Fol.2lv. 7. Do all ascending [bodies] have one and pia same 
kind of subordination to their spirits, to the descending 
intervals and to the ison, or is one sign distinguished from 
another? 

P. Only the petasthe differs from other bodies, for 
wherever it is chanted, it displays a certain disobedience in 
all these three groups, that is with the spirits, with the 
descending elements and with the ison. It being [such], not 
only one of these [groups] is placed above it, but, most 
probably, its spirits as well, and the descending signs, and 
the ison. So that all of them, when placed above it, become 
a burden to it. [Then] it can again create a separate 
character of execution and raise with tenderness, especially 
when it is found near the bareia as is shown here - the bareia 
together with the petasthe and the apostrophos: 


es τς Δ » Ζ a 
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because from this very sign of the bareia the petasthe 


gains some great power and energy. 
T. So, what [sign] is the petasthe subordinate to? How is 


it changed and executed, being dead and completely 


subordinate? 
P. Its etymology comes from its name, for its sound 


[seems] to be flying, it is πο and guided, and it 
makes the hand move like a wing? 


301 


a ee EES ns 


T. Is there among the ascending [signs] another body with 


Fol.22. partly the [same] function as the petasthe has or not? 


P. There is oxeia which, like the pelaston, stands second 
from the petasthe, for it creates a certain rising sound, 
especially when it is found together with the psephiston, as is 
Shown here, [where] its functioning and distinction [from 
other signs] are shown: 


Laue —_ fn Z 
FPSPSAAS 
I. And other elements of the ascending bodies, do they 
have some functions? 
P. None whatever. They are void [interval] value when 
[they] are found subordinate either to their spirits and 
descending signs, or when they are guided by the ison. 


T. Well, tell me about 6 descending elements too. What 
[groups] are they divided into? 


P. Into two [groups]: the spirits and the bodies (like the 
ascending [signs]) but without the aporroe g and the 
kratemohyporroon ἤἔ yY. 

T. What bodies and how many [of them] are there [among 
the descending signs]? 


P. Two: the apostrophos ) and the dyo joint apostrophoi 


)). 
7. And what are the spirits and how many of them? 
P. Two: the elaphron (\ and the chamele \ . 


T. So the bodies of the descending elements are 
subordinate like those of the ascending ones, aren't they? 
P. They are especially subordinate to their own spirits, 


that is, to the elaphron and the chamele, when they are 
placed before them as is shown here: 


ΣΝ QD) 
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Fol.22v. Τ. And the other two descending elements, that is, the 
aporroe and the kratemohyporroon, are they bodies or 
spirits? 

P. They are neither bodies nor spirits, but neutral 
[signs]2>. 

T. Why are they neutral? 

P. Because they do not have features of either [group]. 

T. Are they not subordinate at ail? 

P. No, they are not. However, the aporroe is placed 
under the sign of the piasma and thus the seisma 15 formed, 


υ 
— 

as is shown here δ᾽ , and the kratemohyporroon f is 
\» - Mel 


placed under the homalon 9 and the argosyntheton?6 's 


is formed. 

T. Since it, [that is, the aporroe], being a certain short 
movement [οἵ the voice] and thus in a sweet and melodious 
way [emitting] two sounds by the windpipe (or rather, I want 
to say, by the throat), sometimes guides and emits [the 
sounding] quickly and sometimes slowly, following the 
chosen line or {in accordance with] a conjunction [of signs]. 
Its name - "the aporroe” - comes from the verb "reo" ("I 
flow") and the preposition "apo" ["out"], and has the 
meaning "I flow out” or "He flows out". 

T. Why is the kratemohyporroon called so? 

P. Because it is composed of the signs of the kratema and 
the aporroe. Hence, its name "kratemohyporroon”. 

T. Do the descending elements themselves have any 
function in music practice, like the ascending [signs] or not? 

Fol.23. P. No doubt, they do. Likewise the apostrophos is sure to 
turn the voice and change its [movement], when it is found 
fairly close to the elaphron and the chanter uses it for 
lowering...27...then the melos rises and guides the voice up so 
that the piasma [could be] under and the tzakisma above it 


Vv 
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7. Does the apostrophos have any other name and 
function or not? 

P. The apostrophos, being [the sign] which changes the 
[movement of the voice] from the ascending to the 
descending [sounds], has 1 phone opposite to the oligon. For 
that [neume] raises the voice, and this one lowers it. Or 
rather, it would be [better] to say that [the apostrophos] 
rejects the ascending [signs] completely as being inadequate 
to it. 

7. And what about the dyo apostrophoi? 

P. Like one apostrophos, they have only 1 interval. How- 
ever, it creates the duration and the ending of the most 
chantable conjunction of signs. The [dyo] joint [apostrophoi| 
are called so because of joining [two apostrophoi] and be- 
cause they create a longer sound. 

7. And the two descending spirits, that is, the elaphron 


ΓᾺ and the chamele. δὲ: do they have any special functions? 


P. Like the ascending spirits, they also have their specific 
functions, as if they were also bearing the 
23v. image of soul, [its] immortal essence. They subordinate 
only their descending bodies, the apostrophos and the dyo 
joint apostrophoi )}, when [they] are placed before them, in 
the following way: 
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7. How many phonai does each descending element have? 
P. The apostrophos >) has 1 phone, the dyo joint 
apostropho: )}) - 1, the aporroe pg - 2, the 
kratemohyporroon ley - 2, the elaphron f\ - 2 and the 


chamele \\ - 4. Here, as well as among the ascending 


[signs] all 12 [phonai] are formed28. 

7. Tell me again about the aporroe. Does it have any 
other function? 

P. When it is chanted, as I have said, the voice [seems] to 
be flowing out, or it guides [the voice] by the throat, but 
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without any noise or excitement. Therefore it is called “the 
aporroe"2?, 

T. How does it guide two phonai: slowly or quickly? 

P. If slowly, then, depending on the line, placed in a 
special way, like this..., and if quickly, then in a different 
way...29, 

T. And the kratemohyporroon, which, as you say, is 
formed of the kratema and the aporroe, does it have any 
function in lowering? 

P. The same as that of the aporroe. But it has a certain 
function during utmost lowering and it lowers by 2 phonai 
with great durations. 

T. And why is the elaphron called so? 

Fol.24. P. Because it is the one which falls down easily?!. Hence, 
its name “the elaphron". Since it easily lowers [the voice] by 
its 2 indivisible and joint phonai, they exist joint. 

T. How many phthorai exist and what does the phthora 
want to tell [the chanter]? 

P. The phthora is the name of a change when the chanter 
changes the melos or, [better] to say, ruins [it] and changes 
the echos which he chants. And due to the phthora he starts 
another fechos] and then guides [chanting] on to its own 
melos, that is, when he stops [it], he returns to the very 
echos from which he has started. However, modulation does 
not [come] easily and occasionally, but takes place together 
[with the change] in the manner of execution. 

The ancients believed that there were more than 10 
phthorai, [arising] whenever [echoi] were found to be 
destroyed in many places. The new maestros reduced their 
[number]. Therefore here they are recorded in the way it is 
accepted today. We mark one [phthora] after another??: 


the phthora of the'I echos & 
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the phthora of the [I echos 
the phthora of the III echos 


the phthora of the ΓΝ echos 


the phthora of the II plagal echos 


#) 
the phthora of the I plagal echos g 

σ΄ 

-- 


the phthora “nenano" 
However, at present two phthorai have been left unused: 


the phthora of the "low" echos nF and [the phthora] of 
the IV _ plagal [echos] -m®9. 
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Comments 


1 ἐξ ἀριϑμῶν καὶ Gppovidv. The whole history of Hellenic 
misic, from its most ancient times, seems to be reflected in these 
words. Ancient Pythagoreans are known to have considered music 
to be the effect of some acoustic laws, which were expressed in 
certain numerical proportions. They believed that such numerical 
proportions not only formed the basis of intervals (2:1, 3:2, 4:3 
etc.) but also regulated the formation of mode organizations. The 
latter, in their turn, appeared to be the foundation of harmonies, 
by which the aesthetic value of music, its stylistic features, its 
national character and even its influence on morality, used to be 
estimated. The Pythagoreans, like all ancient Hellenes, knew 
fairly well that number underlies the rhythmic organization of 
musical material. Thus the foundations not only of Greek musical 
science, but those of all European musicology as well, were laid. 

Centuries passed, and Byzantine scholars, following ancient 
traditions, continued to confirm the significance of number and 
harmonies for musical life. The second part of the treatise by 
Pachymeres (1242 - 1310) "Περὶ τῶν τεσσάρων μαϑημάτων" 
("On Four Mathematical Sciences"), called "Περὶ ἁρμοκικῆς 
ἥγουν περὶ μουσικῆς" ("On Harmonic, that is, On Music"), and 
the treatise by Manuel Bryennius (turn of the XIIIth-XIVth 
centuries) " ‘Appovixa" ("The Harmonics") are the most vivid 
reflections of such tendencies (of course, there were many other, 
less outstanding, authors, writing in this domain of musicology, 
from the famous Michael Psellus to Ioannes Pediasmos; for more 
details about it see: Hannich Ch. Die Lehrschriften der klassisch- 
byzantinischen Misik// Hunger H. mit Beitragen von Hannich 
Ch. und Lieler P. Die hochsprachliche Profane Literatur der 
Byzantiner. Minchen, 1978, Bd.2, 184 - 195; Richter L. Antike 
Uberlieferungen in der byzantinischen Musiktheorie//Deutsches 
Jahrbuch der Musikwissenschaf fiir 1961, 6. Jahrgang. Leipzig 
1962, 75 - 115; idem. Fragen der spatgriechisch-byzantinischen 
Musiktheorie//Griindungstagung der Arbeitsgemeinschaft Byzan- - 
tinistik in der Sektion Mittelalter der Deutschen Historiker-Ge- 
sellschaft 1961 in Weimar. Byzantinische Beitrage, hrsg.J. Irm- 
scher. Berlin 1964, 187-230; [epyman E. Pa3zBuTve My3bIKaJIbBHOH 
kyibTypbi//Kynbtypa Bu3santrun. Τ.11: Bropaa nonosnna VII-XII 
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BB. Mocxsa 1989, 557-570; idem. My3piKanbHaa KymbTypa πΠο3Ππ- 
Hew Bu3santun//Ibid., T.III: XIII - mepsaa nonopuna XV ΒΒ. 
Mocksa 1991, 528-550; idem. O6 onHOM BH3aHTHHCKOM MY3bI- 
KaJIbHO-TCOPeCTHYCCKOM HCTOUHHKe//BcnoMoraTesbHble UCTOpH- 
yeckWe ΠΗΟΠΜΠΠΜΗΒΙ. T.XXITI. Jlennurpan 1991, 118-126. It was 
the most important trend in Byzantine science where music was a 
component in the entire system of learning. 

Byzantine musicians, however, though not denying such con- 
cept of number and harmony, regarded them in their own way. 

The skill of chanting was their particular concern. Therefore 
they always paid special attention to what was directly connected 
with the work of a practical musician. It is quite natural that a 
philosophical and aesthetical category as such harmony was too 
distant from their everyday interests to occupy a significant place 
in Byzantine heritage of musical theory, connected with musica 
practica. 

As concerns the problem of number, it was given a somewhat 
different treatment. 

Practical musicians were little concerned about the features of 
acoustic forms of musical material, for in their activity they never 
dealt with playing musical instruments for which one had to 
know the laws of acoustics. Byzantine musicians dealt only with 
the human voice. The human voice was the "alpha and omega" of 
chanting. Music existed for them only when expressed by the 
human voice. And its acoustic (that is, “pre-musical") organi- 
zation belonged to the sphere of a each chanter's natural gifts. 
That made things easier: if vocal organs were fit for chanting, it 
meant that the acoustic parameters of the voice were also 
adequate for chanting. Otherwise, a man could never become a 
chanter. Such was the practical way of solving the problem of the 
acoustic of music. Thus, musical acoustics, in the way the 
Pythagoreans had understood it, was of no interest to Byzantine 
musicians. There-fore, number as the most important factor of 
the acoustic organization of music lost all its significance for 
them. 

At the same time Byzantine musicians were very much con- 
cerned about notation, for it was quite indispensable to know it 
to make a good chanter. But all variants of notation, used in 
Byzantium, were mostly interval notations (see comments to 
RAIC 63 in the second part of the book: comment 10 to fol.42v., 
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and comment I and 4 to fol.46). Therefore, number was used on 
a large scale, for every musical interval is a sound expression of a 
number, as it is inconceivable without measuring. As a result, the 
role of number in Byzantine musica practica became quite 
special, if completely different: it was not the expression of 
acoustic parameters of an interval but a certain means of 
measuring interval space between sounds according to the 
number of φωναί. It was in this way that the concept of number 
was used (see, for example, comment 7 to Greek 497). 

This approach is likely to have been popular for a long time in 
Post- Byzantine period. 

I allowed myself to remind of these facts so that the reader, 
coming across "numbers and harmonies" in the manuscript of 
Athos, could have a clear understanding of the meaning which 
the author of "The Dialogue" implied (see also comment 3). 

2 Here is visual evidence of notation having often been 
identified with music itself. According to the author's views, it is 
notation signs but not sounds, or modes, or rhythmic system, that 
form the basis of music. It was no coincidence that this idea 
appeared in the text. Several sentences after it the assertion that 
"all music originates" from notation signs are later repeated. 

3 ἐν ἴσῳ ἀριϑμῷ - literally: "when equally measured”. For 
the author of the text two sounds on one and the same pitch 
were qualified as the sounds standing apart from each other "by 
one and the same measuring” from the preceding sound which 
was placed on another pitch level. It is a result of the interval 
notation and shows a peculiar understanding of the interval as of 
some distance, measured by a concrete number of φωναί. 

4 εἰς τὸ ἴδιον μέτρον. Here the "individual interval value" is 
implied, that is, a certain sound pitch level, allocated at the 
necessary interval distance from a fixed starting point. Such usage 
of τὸ μέτρον is also a result of the sound space interval 
analysis. It is due to this fact that I thought it possible to 
translate τὸ μέτρον as "pitch". 

5 No doubt, "the qualitative” aspect of the ison is implied 
here. For it is the only sign from which chanting can start. And 
from this viewpoint it cannot be compared with other signs. 
Being a certain starting point, it underlies the whole notographic 
system working as an indispensable pivot, around which all other 
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signs "function". While without the ison their “functioning” would 
have been impossible. 

6 ἄνευ τινὸς μέτρον. In the given case τὸ μέτρον has the 
direct meaning of "an interval”. This tradition dates as far back as 
Byzantine period. Let us remember the statement of Gabriel (48, 
103), who is discussing notation signs changing the sound pitch 
level by a rising second. He writes about them:"...xata τὸ 
μέτρον εἰσὶ ταὐτά" ("...in interval they are alike"). 

7 τὴν ἰσότητα ἁπάσης τῆς μουσικῆς - literally: “equality of 
the whole music." This expression was clearly understood by 
Byzantine and _ Post-Byzantine musicians. But for the 
contemporary reader, who has been brought up on European 
traditions of musical theory, to understand it, the translation of 
this phrase should be followed by some explanation. 

8 The comparison of sound pitch poles as "highness" and 
"lowness" can hardly be acceptable by the standards of literary 
style. But it does reflect the specific ways of perceiving various 
pitches. And it is very important for a better understanding of the 
given passage from the text. 

9 εἰς τὸν ἴδιον puSpdv. Here ὁ ῥυϑμός is a synonym to 
τὸ μέτρον. Let us remember sic τὸ ἴδιον μέτρον, the 
interpretation of which I have already commented on (see 
comment 4; see also comment 2 to Greek 497). 

10 See the preface to Greek 239. 

1 “Ὅταν τεϑῶσι τὰ πνεύματα ἔμπροσϑεν τῶν σωμά- 
τῶν ἤ ὑποκάτωϑεν αὐτῶν". As far as I can judge, the rule of 
Byzantine notation stated the opposite. It was asserted in any 
τροϑεωρία: "Ὁποτάσσουσι δὲ καὶ τὰ ἀνιόντα πνεύματα... 
ἃ ἁνιόντα σώματα ...,...ὅταν ἔμπροσϑεν ἥ ὑποκάτω αὑτῶν 
εϑῶσιν" - "The ascending spirits subordinate the ascending 
bodies..., when they [the bodies] are placed before or under them 
{the spirits]". Therefore it seems reasonable that in the com- 
mented phrase τὰ πνεύματα and τῶν σωμάτων should change 
places and cases. The translation was done in accordance with 
this rearrangement. 

12 We shall understand why ἰσόμετρον is here, if we compare 
it with the above-mentioned expression ἐν ἴσῳ dpiSud (see 
comment 3). 


13 This explanation of the meaning of the oligon is also very 
vague. For the oligon, as the sign of the ascending second, is 
absolutely identical with other bodies: it raises the voice by the 
same interval as the oxeia, the petasthe, the kouphisma, the 
pelastgn and the dyo kentemata do. But why the name of this 
sign comes from the adjective ὀλίγος ("small", “minor"), though 
its function is analogous to some other, still remains a mystery, 
for the interpretation, given in "The Dialogue” does not make it 
clear. 

It is necessary to note that it does not belong to the author of 
"The Dialogue". He just rendered in his own words the concepts 
popular in Byzantium. Thus, Gabriel wrote in his treatise (54, 
180-56, 182): | 

"Ὅλίγον δὲ, διὰ τὸ ὀλίγον 
ἐξέρχεσϑαι τοῦ ἴσου, τὴν 
ὀλίγωτέραν γὰρ τῶν ἄλλων 
σημαδίων φωνὴν ἔχει τὸ 
ὀλίγον". 

"The oligon [has its name] 
because it differs from the ison 
but a little, for the oligon 
indicates a smaller interval than 
other signs do”. 


It means that such unconvincing explanation was known even 
in Gabriel's days. 

It speaks for the fact that in the Byzantine epoch the origin of 
the names of many signs had already been gradually forgotten 
and the knowledge of the history of notation development gra- 
dually vanished at that time. 

At the same time, according to Gabriel (56, 185-196), the 
aforementioned explanation was criticized, and side by side with 
it, a more convincing version of interpreting the origin of the na- 
me "oligon” existed: 
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"Αλλ ἔχει τις εἰπεῖν ὡς Kal ἡ 
ὀξεῖα καὶ ἡ πετασϑὴ ἀνὰ μίαν 
ἔχουσι τὴν φωνήν, ὅϑεν ὦφειλε 


- 


καὶ ταῦτα ὀλίγα καλεῖσϑαι. Η 


* , ~ A 
δὲ αἰτία ὅτι τοῦτο ἐστὶ τὸ 
a ~ f [ἢ Α τ᾿ we ς 
ἀρχαῖον σημάδιον, ἡ δὲ ὀξεῖα, ἡ 

\ ’ \ 3 ᾿ ΠῚ 
πετασϑὴ καὶ τὰ ἁλλὰ εἰσι 
νεώτερα. Φασὶ γὰρ τινες ὡς τοῦ 
Πτολεμαίου εἶσι ταῦτα. Ob γὰρ 
ὁμοῦ γέγονε πάντα, ἀλλ ὥσπερ 
3 ~ 
ἐπὶ τῶν εἰκοσιτεσσάρων γρα-- 

3 “ 
μμάτων Παλαμήδην μὲν πρῶτον 
εὑρετὴν εἶναι λέγουσι τῶν 

\ f tid 
δεκαὲξ γραμμάτων, ἔπειτα δὲ 

4 we ef 
καὶ τῶν ἄλλων ἄλλους, οὕτω 
͵ ὼ -“- 
γέγονε καὶ ἐπὶ τῶν σημαδίων. 

4 4 ~ ᾿ 
Λοιπὸν ὁ πρῶτος ὀνοματοϑέτης 
ῳ ἢ 5 
TOV σημαδίων τούτων εἰδὼς ὅτι 
td f 4 a f δ ? 
ἢ μῖαν φωνὴν ξξερχόμεϑα ἢ Svo 
ay - > f 
ἢ τρεῖς ἤ τέσσαρας H πλείους, τὸ 
ἔχον τὴν μίαν ἐκάλεσεν ὀλίγον, 
A \ Pd \ ’ > f 
To δὲ ἔχον τὰς SLO δκαλεσεν 
κέντημα". 


"But some claim that both the 
oxeia and the petasthe indicate 
one interval. The reason |for gi- 
ving such name to the oligon is 
that] it is an ancient sign, while 
the oxeia, the petasthe and 
others are the later ones. Some 
say that they come from Ptole- 
my. [However], not all [signs] 
came into being simultaneously, 
but just like [they say] about 24 
letters, that Palamedes became 
the first inventor of 16 letters, 
and then others [became the 
creators] of other [letters]. The 
same happened with notation 
signs. He, who was the first to 
give names to these signs, seeing 
that [while chanting] we advance 
by one phone or by two, or by 
three, or by four, or by many 
[phonai], called [the sign], 
which had one phone, the oli- 
gon, and the one with two [pho- 
nai] he called the kentema’. 


It may be supposed on the grounds of this information that in 


ancient times, when notation had just originated, the oligon was 
the only sign indicating the smallest interval (the ascending 
second); hence, its name τὸ OdAtyov. Later, in the process of 
notation development, other signs appeared, which also indicated 
a move by a second. But the name "oligon” had already been 
given to the very first sign of a second. Thus, notwithstanding the 
existance of "one-interval signs", the oligon retained its name, 
which implied the movement by the smallest interval. 

[4 It is worth comparing this allegory with the interpretation 
of the oxeia given by Apostle Konstas in his "“Movoiyn Τέχνη" 
(see: Στάϑης Tp. ‘H ἐξήγησις τῆς παλαιᾶς βυζαντινῆς 
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σημειογραφίας, 47): "h ὀξεῖα «ἔχει τὴν δύναμιν" ("The 
oxeia has strength”). 

15 And again ὁ ῥυϑμός is used in the meaning of "interval". 

16 It is most conceivable that the description of the dignified 
and serene character of the petasthe made the author think of 
comparing it with majestic stone cathedrals. 

17 This is a somewhat free rendition of a passage from 
Gabriel's work (60, 233-236): 

"TS δὲ κούφισμα ἀπὸ τῆς ἐν "{The name] of the kouphis- 
τῇ φωνῇ τάσεως κοῦφον yap ma [came] from straining the 
λέγεται τὸ ἐλαφρόν, ὅϑεν τὴν VOICE, for “kouphon" means 
"light", therefore the interval of 
the kouphisma should be execut- 
ed in a light and airy manner, 
but without an accent. Hence, it 
[that is, the sign] is called 


φωνὴν τοῦ κουφίσματος ἐλα- 
φρῶς δεῖ καὶ κούφως ἐκφέρειν, 
ἀλλ οὐ μετὰ τόνου᾽ διὰ τοῦτο 
γὰρ κοὐφισμα", 


"kouphisma”. 
As in Gabriel's text there are two completely synonymous 
adverbs "ἐλαφρῶς... καὶ κούφως", which are impossible to 


translate with adequate synonyms, 1 translated them as "in a light 
and airy manner". 

18 Gabriel (60, 236-239) also points out the relation between 
the pelaston and the petasthe: 
᾽ "Τὸ δὲ πελασϑὸν πετασϑὸν "The pelaston should rather 
ἔδει μᾶλλον καλεῖσϑαι᾽ εἷς ὅσα be called the petasthon. As 
γὰρ ἐστι χρήσιμος ἣ Netao9N, εἷς much as the petasthe is [useful, 
τοσαῦτα καὶ τὸ πελασϑόν, πλὴν so useful appears to be] the pe- 
ὀλίγων τινῶν". laston, with the exception of ἃ 

few cases’. 

The final sentence of this passage will be cited (though 
spoiled; see comment 19) below in our manuscript of “The 
Dialogue". 

19. The whole passage is rather bewildering. Firstly, the very 
description of the origin of the pelaston graphic shape as a 
certain summation of "the lambda" shape and the figure, left after 


removing the element C$ from the petasthe form, bring forth 


various questions, since much in the described operation itself 
and in its result is unclear. Secondly, an extremely strange 
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combination αὐτὴ πετασϑόν (7) is followed by a "teshaped" 
citation from Gabriel's treatise (see comment 18), where instead 
of the logically clear sequence "εἷς ὅσα γὰρ sot. χρήσιμος ἣ 
πετασϑῆ, Eig τοσαῦτα καὶ τὸ πελασϑόν, πλὴν ὀλίγων 
τινῶν" its “mirror image" variant springs up, void of any sense 
and with an omission of an important phrase at that: “πλὴν 
ὀλίγῶν τινων... <?>.. sig ὅσα εἶναι χρήσιμος fH πε- 
τασϑή". With a strange and unexpected phrase καὶ οὐχὶ τὰ 
ὅλα added on top of that, quite a few doubts as to the 
authenticity of the whole passage arise. Therefore it seems to me 
that in this place the text is evidently spoiled, and not to 
aggravate the situation which is already complicated, I though it 
reasonable not to translate the end of this paragraph. 

20 See comment 11. It is easy to notice that the author of 
“The Dialogue” does not explain the names of the kentema and 
the hypsele; he simply ignores the question put in the text and 
passes on to interpreting the name of a group of signs which the 
kentema and the hypsele belong to: τὰ πνεύματα. While Gabriel 
(56, 196-201) writes about the names of the kentema and the 
hypsele: 

".. τοῦτο δὲ παρονομάζεται “ὦν; its name [that of the 


ἀπὸ τῆς χειρονομίας, καϑὰ δὴ 
καὶ τὰ δύο κεντήματα᾽ ὁ γὰρ 
χειρονομῶν τὰ κεντήματα οἱονεὶ 
σχηματίζει τὸν δάκτυλον Kev— 
τᾶν -- τὸ δὲ ἔχον τὰς τέσσαρας 
ἐκάλεσεν ὑψηλήν, διότι οὐδεν 
ἄλλο τῶν σημαδίων ἐκφέρει τὴν 
φωνὴν ἐπὶ τὸ ὑψηλότερον 
ταύτης". 


kentema] is taken from the chei- 
ronomia, as well as [the name] 
of the dyo kentemata. For he, 
who cheironomizes [it], seems to 
be showing dots as if poking his 
finger. He called [the sign], 
which indicates 4 phonai, the 
hypsele, for no other sound rais- 
es the voice higher that it does”. 


Thus, the name "“kentema" comes from the verb xevtéo ("to 
prick"), and "hypsele" comes from the adjective ὕψη; sc ("high"). 
21 An almost literal quotation from Gabriel's treatise (48, 104- 


106). 


42 When a question is asked in Gabriel's treatise (48, 96-106) 


whether the signs indicating one and the same interval are of no 

use, the answer is as follows (to avoid any misunderstanding as to 

the description of "the omega" and "the omikron” phonation I 
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have changed the sequence τὸ βραχύ and τὸ μακρόν in my 
translation,.because in Gabriel's text "the omega" is mentioned 
first to be followed by “the omikron"): 

"Οὐδαμῶς, GAA” ὥσπερ ἐπὶ "Nothing of the kind, it is 
τῶν γραμμαφδ OT re Καὶ like “the omega" (ὦ) and "the 
τὸ 0 τὸ μικρῦν eae 2 et einikron™ (0) ate alike “iinSpro- 
προφορᾶν εἰσιν ταῦτα; δια- nounciation as alphabet letters, 
φέρουσι δὲ τῷ τὸ μὲν εἶναι but one is long and the other is 
βραχύ, τὸ δὲ μακρόν. Ὁμοίως δὴ short, similarly, “the eta” (n), 
καὶ τὸ ἡ καὶ τὸ τι καὶ τὸ υ καὶ "the iota" (1), "the ypsilon" (v) 
τἄλλα τὰ δίφϑογγα ταὐτὰ μὲν and other diphthongs, though 
εἶσι κατὰ τὴν ἐκφώνησιν. δια-- alike in pronounciation, are dis- 
φέρουσι μέντοι καὶ ταῦτα κατὰ tinguished by length, shortness 
τὸ μακρὸν καὶ τὸ βραχὺ καὶ and other parameters. The same 
KOT ᾿ ἄλλας χρείας, οὕτω yive— Tefers to the signs, indicating 
ται καὶ ἐπὶ τῶν σημαδίων τῶν ONE interval, for they are alike 
ἐχόντων ἀνὰ μίαν φωνήν, ὅτι 12 interval, but are distinguished 
κατὰ τὸ μέτρον εἰσὶ ταὐτά, 4 different way. Since the oli- 
διαφέρουσι ΠῚ κατά τινα 895 15 cheironomized in its own 

, : _ way, so is the oxeia, so is the 
τρόπον. Adhog yap χειρο- ' 

» ς - , petasthe, so is the dyo kente- 
VOHELTAL TO OAlyov καὶ ἄλλως ἢ 


aye he . ιν ἐς mata". 
ὀξεῖα καὶ ἄλλως ἢ πετασϑη καὶ 
ἄλλως τὰ δύο κεντήματα". 


See also comment. 21. 

One cannot help noticing that in the above-mentioned 
quotation Gabriel gives the name of diphthong to single sounds. 
He must have implied not only sounds, ἡ, 1, wv, but also “one- 
sound” diphthongs ει, οἱ, vt. 

23 To make such estimate one must look at the notation text 
as a professional, from the aesthetic point of view; it must be the 
approach, which has absorbed a centuries-long experience of 
more than one generation of musicians. In cases like this a 
certain neumatic text is involuntarily compared with numerous 
other familiar texts. And irrespective of how. the given notation 
text really sounds, it is possible to estimate it judging by its 
outward appearance only. No doubt, to make such an estimate 
one should study numerous notation texts thoroughly for a long 
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time. The author of "The Dialogue” had been brought up on 
neumatic material where conjunctions of neumes were constantly 
used. Therefore, when in his mind's eye he saw a record with 
sequences of separate signs only, where spirits were void of their 
bodies, it was only natural that he should have defined them as 
"bare and ugly" only. 

24 According to tradition, Byzantine music theoreticians 
derived the term ἢ πετασϑή from the verb πέτομαι - "to fly". A 
cheironomic gesture, showing the petasthe, resembled the 
movement of a bird's wing (see comment 3 to fol.43 of RAIC 63). 

25 ἁδιάφορα εἰσί. As was mentioned above in the 
introductory article to Greek 239, this kind of definition is a 
novelty, which had not been found in the sources on musical 
theory of the earlier period. 

6 Here, as well as in Greek 498 (see comment 21 to Greek 
498), there is no difference between the two meanings of 
ὑποτάσσειν - "to subordinate" and “to place under" (see also 
comment 4 to fol.45v. of RAJC 63). 

27 No doubt, there is an omission in the manuscript, because 
the end of the sentence is at variance in meaning with the 
beginning. 

28 See comment 19 to Greek 497. 

29 See comment 6 to Greek 494. 

30 It is not impossible that in the place where I inserted the 
elipses (which are absent in the manuscript, of course), there 
must have been the corresponding sequences of neumes, which 
for some reason did not get into the present codex. 

31 About the word ἐλαφρός see comment 17. 

32 The phthorai are give here not in the unified form but in 
the way they are drawn in the manuscript. 


Tnaea VI. 


JIuctT “43 TpakTata Muxansa Baemuna 


Ilopd@upnuh YcrneHcKHH 3acBueTeIbCTBOBa, 4UTO B ONONMMOTEeKE 
CyHanckoro MoHacTBIps Caatonw Exatepnupl nog N 1230 on Buzen 
"Στιχηράριον ψαλτηκὸν ὅλου χρόνου" - "Tfepueckui ΟΤΗΧΗΡΆΡΡ 
Bcero royga’, cocToAWMM u3 308 ΠΗΟΤΟΒ (289 x 203; 195 x 140; πο 
18-19 cTpok). B ΠΡΗΠΗΟΚΘ, ΗἩΘΧΟΠΗΒΙΠΕΙ ΟΣ B KOHWe KoweKca, cpeqv 
mpoyero 6bLI0 OTMeYCHO: 

" ῬἘτελειώϑη σὺν Θεῶ τὸ "C ΒΟΓΟΜ, ΠΔΗΗΡΙΪ ΟΤΗΧΗΡΔΡΡ 
παρὸν στιχηράριον᾽ κατὰ 3aBepuIMicH B MecAe aBrycrTe, 
μῆνα αὔγουστον τῆς τρίτης ΤΡΟΤΡΟΙῸ MHAMKTa Π6017} TBICAY 
ΒΟΟΘΜΒΟΟΤ ΟΟΜΒΠΘΟΗΤ TpeTbero 
ΙΌΠ8 B CBATOM HW MOYTeHHOM 
MOHACTbIpe BeJIMKOMyYeHHKa EB- 
TeHHA, B GOrooxpaHseMonH kpe- 
ΠΟΟΤῊ TpanesyHa". 


ἰνδικτιῶνος τοῦ ἐξακισχιλιο-- 
στοῦ ὀκτακοσιοστοῦ ἑἕβδομη- 
κοστοῦ τρίτου ἔτους ἐν τῇ 
ἁγίῳ καὶ σεβασμίᾳ μονῇ 
τοῦ μεγαλομάρτυρος Εὐγενίου 
τοῦ ἑντὸς μὲν τοῦ 8εο- 
φρουρήτου κάστρου Τραπε- 
ζοῦντος"". 

(ὐἸο ΟΒΆΤΘΠΡΗΟ, 3To κοπθκο [356 roga?. 

Ilo cnopam Tlopd@upua Ycnencxkoro, "k 9ΤΟΪ pyKoMMcH ObIIO 
ΠΡΗΟΟΒΟΚΥΠΠΘΗΟ W3bHCHeHHe HOTHbIX 3HAKOB, HalmHcaHHoe 
Muxavsiom ΒΠΟΜΗΠΟΜ; K ΟΟΣΚΩΠΘΗΜΙΟ, ylielleno OHO Hayasio ero, 


-- eee eee. 

bexeweeux B. Yxa3. cou., 158-159. 

CM.: Clark K.W. Checklist of Manuscnpts in St. Catherine *s Monastery Mount Si- 
nai. Washington 1952, 12, N 1230. 
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Ha O0HOM sincte (280 x 192; 220 x 150; no 22 u 25 cTpok). 3, B3an 
ero ce6e..."9. 

Kto aToT Muxann Bnemug? O ΗΘΜ He ΟΟΧΡΔΗΜΠΟΟΡ HWKaKHx 
cBeqeHuh. HeBpo3MoxHO axe yCTaHOBHTb, MMe JIM 3TOT Muxann 
ΒΠΟΜΗΠ OTHOMeHve Καὶ 3HaMeHHTOMy HuKkudopy Baemmugy (XIII 
B.) - YIEHOMY, ΠΟΡΚΟΒΗΟΜΥ H MOJIMTHYeECKOMY ΠΘΗΤΘΠΙΟ. 

BnepBble TeKcT, 3aMeyaTNeHHbIM Ha 3TOM JIMCTe, H3ia cam 
Ilopd@upuv Ycneuckuu, Korga ONNMChIBa HEKOTOpble My3biKayibHbie 
pykonucn, mpvo6pereHHbile MM Ha BocrToxke*. Torga xe 6b 
ony61MKoBaH Ἡ pyccKMit Nepespog TekcraMuxanna Bnemusa>. 

Ilo3qHee, Korma B.beHewieBny coctapian no 3sanvcam [lopdu- 
pua YcleHckoro omvcaHve ΚΗΡΙ 6nONMOTeKH MOHacThIpaA Cp. 
EkaTepHHbl, JIMCT c TeKCTOM Muxanna ΒΠΟΜΗΠᾺ HaxoyMics B ΠΟΠΑΧ 
3HAMeEHHTOTO co6upaTema pykKonucel, B manke nog Ν 136°. 
B.beHelwieBHY BTOpHYHO ΟΠΥΘΠΗΚΟΒΆΠ ero’. OaHaKo, KaK ΤΟΠΘΡΡ 
ΚΘ MOXHO TOBOPHTh, 3TO BTOPoe H37aHHe ObLIO OCYMIECTBIeCHO He 
ΠΟ TeKCTY pyKONMCcH, a ΠΟ NepBow ny6nuKkaynu 1880 roga’®. 

CriycTtad YeTBepTh BeKa TekcT Muxanwna Bnemuga ΠΡΗΒΠΘΚ 
BHHMaHHe JlopeHuo Tapgo, KOTOpbIM MOMecTWI ero B CBOeH 
3HaMCHHTON KHHre, ΠΡΟΠΒΆΡΗΒ HeOONbUIMM BCTYMIeHHem’. Ilyonu- 
Kauua JI.Tapno Toub B ΤΟῚΡ NOBTOpseT TeKcT ΚΗΗΓΗ B.bexeuie- 
ΒΗΠΔ, TaK KaK OH yxe He MOL ΒΗΠΟΤΡ PyKOMNHCbh HCTOUHHKA, 
KoTOpad BO ΒΤΟΡΟΪ momopuHe XIX sexa nomnana B [lerep6ypr. 
bonee toro, JI.Tapao, u3speqka mpeyiarad CBOH BepCHH ΟΠΟΡΗΒΙΧ 
WIM TPYOHOYMTAeMbIX MECT, OCHOBBbIBAICH TONbKO Ha omnyOsn- 
KOBaHHOM ΓΡΘΊΘΟΚΟΜ TeKCTEe. 

ΤΆΚΗΜ o60pa30M Movry4nsoch, ὍΤΟ Bce ΗἩ3ΠΆΤΟΠΗ TekcTa Muxama 
Bnemuga, 3a AcKtioYeHHveM Ilopdupua YcneHcKoro, He MOIb30- 
BaJIUCh CAMOM ΡΥΚΟΠΜΟΡΙΟ. 

Pa6otaa Hal OyMaramu Ilopd@upua Ycnenckoro B [letep6ypr- 
ckoM ApxuBe PoccuiicKow Akanemun Hayk, ἃ axe He ΠΡΙΤΆΠΟΝ 
oOHapyXKHTb JIMcT c TekcTOM Muyxanna ΒΠΟΜΗΠΆ, Tak Kak Obl 


3. Beneweeuu B. Yxa3. cou., 159. 
Hopq@upuu Yenencxuu. Weppoe myteiiecrBve B A@OHCKWe MOHACcTBIPM αὶ CKUTHI. 
Yacts II. Ipwioxenve IV. Mocxsa 1880, 113-114. 
> Tam xe, 87-88. 
Cm. : beneweeuy B. YKa3. coy., 159. 
7 Co. Tam xe, 159-162. 
8 Cm. CHOCKy 4. 
2. Tardo 245-247. 


7} - 


yBepeH, 4TO OH Mponat. BuntTbipaich B ΟΥ̓ΜΆΓΗ NepBoro ΓΠΏΒΡΙ 
pyccKoH mpapocnmaBHow MMccHH B WMepycantumMe, 4 cTpeMMWica 
NOHATb CBoecobpa3sve WHYHOCTH [lopd@upua YcneHckoro Kak οοδη- 
ΡΆΤΟΠΗ rpeyecKHX ΜΥΞΒΙΚΆΠΡΗΡΙΧ pyKomMceH. Uro xe kacaeTca 
ποτὰ 9,3 KofeKca 1365 roma, TO cO BpeMeHH BbIXOMa B CBeT KHHIH 
B.beHeulepnuya O H€M HHKTO H ΗΓΠῸ He yNOMHHat. [loToM xe 
ΗΔΟΤΆΠΗ OypHbie H TparM4YecKMe BpeMeHa, KOrMa y MOMX cooTeye- 
CTBEHHHKOB TMOABHJINCh 3a600TbI Ooslee BaxKHbIC, YEM COXPAHHOCTh 
ΠΡΟΒΗΗΧ pyKkonuceH. A TaK Kak peY¥b 1πΠπἃ 06 ODHOM-eAMHCTBEHHOM 
ΠΟΤΕ, TO ero yrTpaTa Mora MpoktTH mpocTo He3aMeyeHHOH. Beyb 
ΤΟΙΠᾺ ΠΟΓΙΓΜΟΔΠΗ He TONbKO OTJeJIbHbIC AOKYMCHTbI, HO Η ΠΕΠΡΙΘ 
apXMBBI. 

Tak, CHa 3a pa6ouHM CTOJIOM HM MepeOupan 6ymaru [lopdupua 
YcneHcKoro B MOMCKaX MaTepHasloB, CBA3aHHbIX c TrpeyecCKHMH 
MY3bIKQJIbHbIMH PYKOMHCAMH, 3. HEOKMMAHHO HAaTKHYICA Ha JIMCT, 
B3IIAHYB Ha ΚΟΤΟΡΒΙΪ, Cpa3y Xe MOXHO ObLIO y3HaTb @parMeHT 
ΠΌΘΒΗΘΓΙΟ KogeKca, HalMMCaHHOFO 3aMeYaTebHbIM WH APKMM TMoyep- 
KOM. TakoH moyepK HaBCcera ocTaeTca B MaMATH UH ero Η6Π535 
nepenytaTh ΗΜ Cc ΚΆΚΗΜ ΠΡΥΤΗΜ. IlpouTa nepByl cTpoyky, 543. πο- 
ΗΠ, 4YTO NepelO MHOH TOT CaMbIM JIMCT M3 Κοπθκοᾶ 1365 rosa, 
MIpHBe3eHHHIA TlopdupvnemM Ycnexckuo B Iletep6ypr'®. 

OTOT YAMBMTesbHbIM JIMCT HAaXOXMTCA B BETXOM COCTOAHHH. 
Beab, KaK CTaHOBHTCA ACHO H3 cBHaNTeNbCTBAa Tlopd@upusx Ycneu- 
ΟΚΟΙῸ (CM. HWKe), OH ObLI CO32aH AA ΟΠΗΟΙῸ KOeKca, a ΠΟΤΟΜ 
OKa3aJICH ΠΡΗΠΠΟΘΤΘΗΗΒΙΜ K Apyromy. Takas "“TpaHcIlaHTauHA" He 
Mora Προΐτηῃ GeccueqHO IX AMcTa. KpomMe Toro, OH osToe 
ΒΡΟΜΗ "KM" CaMOCTOATeJIbBHO, BOOOLUE BHe KaKoro-/1M60 KoeKCca, 
a 9TO ellie GOonbuIe ΟΟΠΔΌΠΗΠΟ eFO 3alWIHTHbIe CBOHCTBA. 3aMeTHO, 
ἯΤΟ Kpad ΠΗΟΤᾺ ΠΆΒΗΟ yxe oOBeTWUaNH H, YTOOb] OCTAHOBHTb 
ΠΑΠΒΗΘΗΠΙΘΘΟ paspylueHne, Ha HHX ObIN HakiecH HOBbIM COM Oyma- 
ΓΗ. Β pesyibTaTe Bech ΠΡΟΒΗΜΝ JIMCT OKa3aJICH B ΠΟΒΟΠΡΗΟ 
MIOTHOH paMKe. BnowHe BO3MOXHO, 4YTO TaKoe yKpelmieHve OBLIO 
cqewaHo elle ΠΡῊ Tlop@upuu YcneHcKoM, TaK KaK Ha HWOKHeH 
yacTH 3TOM paMKH, B UeHTpe H cnpaspa, pykon Topdupna 
YcleHCKOTO cyeaHbl YepHbIMH ὩΕΣΡΗΜΠΆΜΗ Be KpaTKHe 3ΆΠΗΟΗ. 

B uWeHTpe: 


10 Mona 118, onuch I. N 159, 1.579 (Apxus Poccuitckohw , Kaqemuu Hayk B 
Ilerep6ypre). 
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“1,3 cTuxupaps 1365 r. B δμόπμοτοκε CuHalck(oro] 
MO|HactTbI]pa (MepemvcaHo ΜΗΟΙΟ)". 


Otcioga cyezyeT, 4uTo [lopdupuh Ycnenckui cam Nepenncan 
TekcT Muxanna Brnemuga. Onnako Oo cHxX Mop He yiaioch 
o6HapyxXKHTb ero cnucoK. MoxetT ObiTb, B AabHeHilleM 3TO yaactca 
ΟΠΘΠΆΤΡ. 

3ϑΆΠΗΟΡ crpasa: 


"Ho 3TOT MCT ΠΡΗΙΠΗ͂Τ ΟἸΟΠΆ NepemieTYHKoM, 
[OH] paHbule 1365 r. A oTHouly ero k XIII Bexy” 


3Ha4HT, MO MHeHHWO [lopdupusa, mucT ὁ TekcTOM Muxanoa 
ΒΠΕΜΗΠΆ 4yTb JIM He Ha Wemoe cTorneTHe BpeBHee CTHxHpaps, Κα 
KOTOPOMY OH Ob ΠΡΗΠΠΟΤΟῊ No3sqHee. OcTaeTcAd HeH3BECTHbIM, 
O0MH ΠΗ JIMCT OkKa3aica ΠΟΟΆΒΠΘΗ Καὶ CTHXHpaplo ΗΠῊ MepBoHa- 
YaIbHO K HEMY ΠΡΜΟΘΊΠΜΠΗ Bce counHeHve Muxanna Bremuaa. Bo 
BCHKOM ΟΠ, KOMa MOHAaCcTbIpp CsB.EKaTepMHbl ΠΟΟΟΤΗΠ 
Ilop@upnn YcneHckui, OKOHYaHMe TeKcTa ObLIO yxKe yTpadeHo. 

Totopa Κα Μ3ΠΆΗΜ "Tlerep6yprckHi TeopeTHKOH', A He 
mpeqnonarat myONMMKOBaTb HaWAeHHbIM JIMCT, Tak Kak ΟΓῸ 
colepxkaHHe yxke M3BeCTHO. A xe cTaBH cBoeH ΠΟΠΡῸ Πγόπη- 
KallMi0 JIHLUb HeH32aHHbIx pyKonMNceH. Ho ΠΟΤΟΜ cTasIo ACHO, ἯΤΟ 
3TO ObIIO ObI HeEMpocTHTeIbHOM oWwNOKOH. Bo-nepBbIx, TeMaTHKa 
3TOTO TeEKCTa TIOJHOCTbIO COOTBETCTBYeT MaTepHallaM HacTOAIen 
KHHIM HW OH Takxke ABJIACTCA YacTHLeH BH3AHTHMCKOTO MY3bIKaJIb- 
HO-TeopeTHYecKOTO HacneqvA, OKa3aBleroca B TIeTep6ypre. Bo- 
BTOpbIxX, 3. rnyOoko yOexneH, 4TO HcCIeqOBaTeJINM, HaKOHel, 
HYKHO MMCTb B CBOeEM pacnopsxeHHH MOJIMHHOe BOCIIpO- 
M3BeneHHe 3STOTO HCTOUHNKA, CTONb BAKHOTO AIA NONOJHEHUSA 
Hayd4HbIX ΞΗΔΗΜΗ͂ O BH3AHTHHCKOM MYy3bIKaIbHOH KyJIbType, H Mopa 
yYKE ΟΥ̓ΠῊΤΡ O HEM HE Yepe3 ΠΟΟΡΘΠΗΜΚΟΒ (MyCcTb UW ΒΡΙΠΔΙΟΙΠΗΧΟΒ), 
a ΠΟ CaMOH pykKonucn. B-TpeTpux, cyulecTBOBaIa ele OHA, Gonee 
CyYOBeCKTHBHav ΠΡΗΜ ΜΗΔ. 

Jleno Β TOM, 4TO elle 20 ΟΟἨΩΡΥΣΚΘΗΜΗ ΠΟΠΠΜΗΗΜΚΆ 43 ΠΡΕΗΠ- 
JIOKWJI HOBOe ΤΟΠΚΟΒΩῊΜΟ TekcTa Muxanna Braemnuaa B cBOeH 
KHMTe “BH3aHTHHickoe My3bIKo3HaHHe" (248-253). OnHako, Μ3Π8Η- 
Hast Ha PYCCKOM SI3bIKe, OHA OCTaeTCA JO cCHX Nop HesOCTyYNHOM 
ΜΗΟΓΗΜ HCCIIEAOBATCIISIM BH3AHTHHCKOK My3bIKH. IlosTomMy octTa- 
WaCb H€H3BECTHOH WM ΠΡΕΠΠΟΣΚΘΗΗΔΣ MHOW TpakTOBKa. 


320 


IIpHHAB K CBeEJeHHO BCe 3TH apryMeHTHI, A ΡΘΙΠΗΠ ΠΡΕΠΟΤΆΒΗΤΡ 
YHTaTeJIIO HEOONbLUION OYEPK, MOCBAWIEHHbIN STOMY HCTOYHHKy, ΠᾺΒ 
ero (OTOpeNpoaAyKUMW WU COMpOBOAMB HOBYylO NyOMMKauUMlO TeKcTa 
COOTBETCTBYIOILHMH KOMMEHTapHAMH, YYMTbIBAIOLIMMH KaK HOBOe 
TOJIKOBaHHe, TaK H OCOG6EHHOCTH CamMoro TeKCTA. 

IIpexae Bcero ἨἩΘΟΟΧΟΠΗΜΟ BbIACHMTb, YEMY MNOCBALIIEHO COYH- 
HeHWe Muxanna ΒΠΟΜΗΠΆ. 

ΠΟΡΒΒΙΪΝ H34aTeb COXxpaHMBllieroca oTphiBKa, [lopdupun 
YcneHCKHH, CYMTaI STOT TEKCT HEKHM HMHOCKa3aHHeM, Fre HOTHbIC 
3HaKH TOJIKYIOTCH ΚἈΚ CHMBOJIbI ABJICHHH UW COObITHH BeTXO- 
3aBeTHOM HW HOBO3ABeETHOM HCTOpHH. Jina Toro 4TOObI NOATBEPANTb 
CIIpaBeJIMBOCTb TaKOTO ΒΒΞΓΠΞΠΆ, OH axe ΒΒ6Π B TeKCT H300pa- 
XKEHMA HOTHBIX 3HaKOB (ΠΆΠΕΚΟ He Bcerma BepHble!!), oTcyrcTByW- 
lHe B PyKOIIHcH, WH MpH3bIBaJI BHAeTb B HX rpa*uKe onpeseneHHble 
CHMBOJIbI (choBa Ilop@upua YcneHcKoro NpMBOAATCA B COBPeMecH- 
HOH opdorpadun): “CMoTpuTe, HampHMep, Ha KpaTHMOKaTaBacmy: 
9Ta ἩΜΟΠΆΠΔΙΟΙΠΔΗ MOJHHS B CaMOM ΠΕΠ6 MpecTaBsiseT ColuecTBHe 
bora Κα ΠΙΌΠΗΜ B oOOpa3e Xpucta. CMoTpvHTe Ha Mapakasiecmy, 
KCHpOH KiiaCMy, @HTHKCHOMY, anocTpod, 9ΠΑΦΡΟῊ HU ΤΟΡΓΟΗ: B 
MepBoH ΒΒΙ BAAMTe ΠΡΗΠΟΠΗΞΒΙΠΟΙΌΟΗ WU ΠΟΠΥΟΒΗΒΙΠΙΘΙΌΟΘΗ 3Mex!2, 
BO BTOPOM - KHCTb pyKH Cc ΠΒΥΜΗ ΠΑΠΡΙΙΏΜΗ, B TpeTbeH - KPWK, 
CNYLWCHHbIM B Bony!3, a anocTpod MocTaBleH Tak, ἯΤΟ yKa3bIBaeT 
Ha 4be-TO Bo3BpaileHHe Ha3aq!*, snapbpoH 6 HU roproH 
HanNOMHHaeT pyky, Wemarwllylo cBoe eso, NapaKNHTHKH ΠΟΧΟΠῊΤ 
Ha mbit ora” “15. ΤΆΚΗΜΗ noscHeHuaMH [lopd@upun YcnenucKuit 
ΧΟΤΘΠ HaMpaBMTb MBICIIM UHTAaTeA, TOMbKO YTO OSHAKOMMBLUIETOCA 
c ero MepeBoyqoM rpeyecKoro TeKcTa, B pycilo 6u6NelcKOMW CHMBO- 
nukn. Jims Hero ΤΕΚΟΊ Muxanna Biemuga - MpocTo pesHrMo3Ho- 
auleropHyecKoe TOJIKOBaHMe W300paxKeHHH HOTHBIX 3HaKOB Η He 
bosee. 

B.beHeweBuy, onyONMKOBaBLUIMH TeKcT Bcnega 3a Ilophupuem 
YcneHCKMM, He OOPOHH HH ΟΠΗΟΙῸ 3aMeYaHHA O ero cozepxaHHH. 


Il Tio οποβᾶμ camoro Tlopupua Ycnenckoro, OH 3aHMCTBOBat MX H3 ΚΗΜΓΗ: 
@Munsapem (TymMunesckHi JimuTpwHhk Tpuropbesuy). WUcropuyecknh  o630p 
necHOMeBlleB M NecHoneHH rpeyecKoH LlepKBUH. CaHkT-ITeTepOypr 1860. 
Tlogpa3syMeBaetca Kea) Moncen (CM. KOMMeHTapHi 11). 

13 43 HOBO3aBeTHOTO 3rM300a (CM. KOMMeHTapHi 18). 
3aMMCTBOBaHHve M3 amoxpHduyeckoro "EBanresiIMa oT MaKkopa": 06 Moakume uv 

ς AHHe, ΒΟΞΒΡΔΙΠΙΔΙΟΙΠΗΧΟΗ ΠΟΟΠδ MOJIMTBbI (ΟΜ. ΚΟΜΜΘΗΤαρμῆ 19). 

“ Toppuputi Venencxud. Meppoe myteurectBve B ΑΦΟΗΟΚΜΘ ΜΟΗΔΟΤΒΙΡΗ Ηὶ ΟΚΗΤΡΙ, 88- 
89. : 


| 21 3akaa N° 2443. ἍΝ 


Jl. Tapno mpeanocnan cpoeh nyOnuxauHn HeGosibuioe ΒΟΤΥΠΠΕ- 
He, B KOTOPOM JOCTaTOYHO ACHO BbICKa3a1 COOCTBEHHOe NOHHMa- 
HMe HcCTOUHHKa. CornacHuo JI.Tapno, 3sToT TeKcT "NoO3BONMT HaM 
IpOHHKHYTb B HCHXMKy MacTepa, cTpeMsAllerocad Bese HaHTH 
MHCTHYecKOoe WM CHMBONMYeCKOe, Nake TaM, We STOO He MOXKeT 
6piTb'!®. 3Haunt, JI.Tapao TomkKyeT colepxKaHMe TeKcTa TaK Ke, Kak 
Η Πορφηρμηῇῆῇ Ycneucxun. [IpaBaa, oH yNOMMHaeT, 4YTO OHH H3 
co3gzateneH “Hoporo MeToga", XpyvcaHT, B cBoeH KHHre “Oewpn- 
τικὸν Μέγα τῆς Μουσικῆς" MpHBOAHT ΒΡΙΠΟΡΌΚΚΗ Μ3 TeKCcTa 
Muxania Βπεμμπᾶ ἢ CBA3bIBaeT HX C XHPOHOMHeH (XOTA ecTb 
OCHOBaHHA CUHTaTb, YTO XPHCAHT He 3HAaJI Halllero MCTOUHHKA,; CM. 
KOMMeHTapHn 8). OnHako JI.Tapgo HuKaK He MpOABAAeT ΟΒΟΘΙῸ 
OTHOMeHHA K 3TOM Nee. ΠΡΗΒΕΠΗ πὸ Npewena KpaTKHve CBeHeHHA 
O XHPOHOMHH (ΟΥ̓ΚΒΆΠΡΗΟ HECKONbKO MpeioxKeHHHN), OH BCE xe 
3aBepluiaeT cCBOe BCTyMIeHHe TaKHM yTrBepxeHHeM: “CHMBONH- 
yeckHe OObacHeHHs!’” OTHOCATCA K ΞΠΟΧΟ ynadka..., OHH HAHBHBI H 
He HMCIOT ΗἩΜΚΆΚΟΓΟ OTHOMWEeHHA K HcKyccTBy Menyprun'!®, Orciona 
cnegyeT, 4uTo JI.Tapgo ne cunTan cozepxaHHe TekKcta Myxanna 
BnemMuaa OTHOCAUIMMCA Κα XHpoHOMHH. Begqb XHPpOHOMHH - 
BaxkHeMIWaA YacTh BH3AaHTHMCKONM Menypruu. CKnaabiBaeTcA Brie- 
yaTneHHe, το JI.Tapno onyONMKOBasl 3STOT TeKCT B KauecTBe 
HekKoero Kypbe3a, NMOJHOCTbIO OTOPBAHHOLO OT MY3bIKH HW NOABMB- 
weroca ciyyuaiiHo. Kak wM3BecTHO, ΚΗΗΓᾺ JI.Tapgo, Onaronapa 
CBO€MY 3aMeYaTesIbHOMYy MaTepHayly, ΠΟΠΥ ΜΠ WIMpoKoe pacinipo- 
CTpaHeHHe cpeduW Μοοποποβαταπθῆ. Ho HH OJMH H3 HHX HHKOTa He 
o6paulanca K onyOmMKOBaHHOMy TaM TekKcTy Muxanna Bnemuza 
ΠΡῊ H3y4eHHH 3ΞΔΓΆΠΟ ΉΗΟΓΟ cbeHOMeHa BH3AHTHHCKON ΧΗΡΟΗΟΜΗΜ. 

UtToObl MOKa3aTb ero ΠΟΤΘΟΗΠΜΆΠΡΗΒΙΘ BO3MOKHOCTH HMCHHO B 
9TOM OOacTH, A ΠΟΞΒΟΠΙῸ cebe BHaAYaIe OYCHb KpaTKO HallOMHHT»p 
OCHOBHble Μ3ΒΘΟΤΗΡΙΒ CBeCHUA O XAPOHOMHN. 

HackobKO MOXHO CYAHTb NO MMeIOUIMMcCA ceMyac ΠΔΉΉΗΒΙΜ, 
XHpOHOMHA Obiia H3BECTHA ellie B JHICKON DPeBHOCTH, Ξ3ΞΔΠΟΠΙῸ πὸ 
o6pa30BaHHA BH3aHTHiicKoro rocygapcTBa!?. Tak, cpeav erumer- 


16 Tardo 224. 
scilicet HOTHBIX 3H&aKOB. 

18 Tardo 224 

190 ΧΗΡΟΗΟΜΗΜ cM.: Mocquereau A. Paleographie musicale. Vol.J. Pans 1898, 96- 103; 
Werner E. The Sacred Bridge. The Interdependence of Liturgy and Music in 
Synagogue and Church during the First Millennium. London, New York 1959, 108: 
Wellesz E. A History of Byzantine Music and Hymnography. Oxford 1961, 287; 
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ΟΚΗ͂Χ Gapenbedos IV quHacTHH (2732-2563 Ir. πο H.3.) OOHAapyxXeHO 
HECKOJIBKO OHOTHTIHbIX M300paxKeHHH My3bIKAHTAa HM CHOALIeTO 
lepe=l HMM "AMpywxepa"’, MoKa3biBaloulero pyKaMM olpeyeneHHble 
3HaKH. OTMeyeHO HECKOJIbBKO MONOXKeHHH: a) coeqHHeHHe OoNb- 
Wworo WH yKa3aTeIbHOrTO MaibueB oOpa3yloT Kpyr; 6) ΠΈΠΟῊΡ 
pacKpbITa HW BCe ΠΆΠΡΗΡΙ BbITAHYTHI; B) MOMHAT yKkKa3aTeJIbHblii 
ΠΆΠΘΗ; ©) B GombuleH WIM MeHbuUIeH CTeCNeCHH BbITAHYTa BCA pyKa U 
7.229, ΠΟ cBugeTenbcTBy HccneqoBaTelei, cnoBo "neBeu" B JIpeB- 
HeM LlapcTBe 3Δ ΠΗΟΒΙΒΆΠΟΟΡ ΤΟΜῊ Ke HepormMdaMH, 4TO UH COBO 
"XHPOHOM" (᾿ΠΟΙΟΙΠΗ ΠΡῊ ΠΟΜΟΙΠῊ pykK"), MH TOJIbKO ΠΟΞΖΞΠΗΘΟ, B 
CpenqHem Llapcrpe (c 2000 r. πο H.9.), OHH HaYHHalWT pa3ziH- 
yaTEcsn?! , 

B Πρεβηφῆ [peyuu TepMuH ἡ χειρονομία (oT χεὶρ - "pyKa" Η 
νόμος - "3aKOH", OObMaii") MpHMeHAJICA B HECKONbKMX 3HAYCHHAX. 
IInatoH (Legges VIII 830 C) wucnonb3yeT ΓΠΆΓΟΠ χειρονομεῖν B 
cMbicyle "6opotbea”, a [lapcaHun (Graeciae descriptio 11 6, 10, ἢ - 
Korma ΠΟΒΘΟΤΒΥ͂ΘΤ oO cTaTye KyNauHoro OokKua [παβκὰ. OtTcioga 
cnoBapb "Cpyja" 3aKIIOUHWI, 4TO "XHPOHOMMpOBaTb” - 3HAaYHT 
"ΠΡΆΤΒΟΣ kyakaMu" (πυκτεύειν). Jipyroe aHTHYHOe MOHMMaHHe 
XMPOHOMHM CBa3aHO c TaHIeM. ΠΡΟΜ ocTaeTca HeNOHATHEIM, 
Ha3bIBalaCb JIM 3TAM TEePMMHOM pa3HOBHOHOCTbh 3HAMCHHTOM BOHH- 
cKoH IWiacku “IMppyxa" (ἥδ nvoppiyn) ΜΠῊ "xHpOHOMMA"- ΠΡΥ͂ΤΟΘ 
Ha3BaHHe ΠΗΡΡΗΧΗΣ Tak, B OMHOM H3 pa3qeNoB cBoero COUMHEHHA 
AduHeH (XIV 631 C) roBopuT Ο TaHe, KOTOpbIN Ha3blBaeTcH 
ΠΗΡΡΗΧΟΪ xMpoHomven'2>, a B Apyrom,(X 416 B) on paccKa3bi- 
BaeT, 4TO Mocnhe cocTa3aHHs nobequTenb ᾿ΧΗΡΟΗΟΜΗΡΟΒΆΠ" 


Avenary H. Studies in the Hebrew, Synan and Greek Liturgical Recitative. Tel-Aviv 
1963, 7-8; Jammers E. Neumen der Cheironomie. Tafeln zur Neumenschnift. 
Tutzing 1965, 21-28; Stablein B. Das Schriftbild der Einstimmung Musik 
(Musikgeschichte in Bildern. Bd. III. Lief.4). Leipzig 1975, 28, Hucke H. Die 
Cheironomie und die Entstehung der Neumenschnrift // Die Musikforschung 1, 
| 1979, 1-16, ἃ Takxke JIuTepaTypy, YKa3aHHYW B CJIeYIOWMX CHOCKAX. 
20 Tlogpo6uHee οὔ 3Tom cm.: Hickmann H. Miscellanea musicologica: [1]. Observation 
sur les survivances de la chironomie egyptienne dans le chant liturgique copte // 
| Annales du Service des Antiquités de Egypte 49, 1949, 415-423; Musikgeschichte 
in Bildern, ed. Besseler H., Schneider M. 1.11: Musik des Altertums. -Lief. 1: 
Hickmann H. Agypten. Leipzig 1961. 
21 Hickmann H. Handzeichen. Altertum und auBereuropaische Musik // MGG 5,1956, 
1443-1451 
22 Suidae Lexicon, 1122. 
23 Athenaei Deipnosophistae, edited and translated by Charles @.Gulick. Vol.II. 


Cambridge 1950, 406. ᾿ 


(éye.povounos)24*. BMecte c TeM H3 TeKcTa Kcenodbouta (Symposium 
11] 19) cnenyeT, YTO MOXKHO ObIO He yYMeTb TaHIeBaTb, HO YMeTb 
XMpOHOMMpoBaTb. CKopee Bcero, B 3THX Cy4aAx ΠΟΙ͂ X4pOHOMHeH 
ΠΟΗΜΜΆΠΗΟΡ JBHXKCHHS pyK, 4YTO ObINO OOASATENBHEIM DIA KAKTOTO 
TaHya. Beab TFOseHan (Satyrae V 120) rospopmuT, 4TO WiscKa 
ΟΟΠΡΟΒΟΣΚΠΆΘΤΟΣΙ ΧΗΡΟΗΟΜΜΘΙ͂, a Ilonnyxe (11 153) qaxe aaeT er 
onlpezeneHve: "XHYPOHOMMPOBaTb - 3TO ΠΒΗΓΩΤΡ pyKaMH B PHTM" 
(χειρονομῆσαι δὲ, τὸ ταῖν χεροῖν ἐν ῥυϑμῷ κινηϑῆναι"). B 
aHTHYHOK ΠΗΤΘΡΆΤΥΡΘ M3BecTeH paccKka3 o Tunmmoknuge U3 ΑΦΒΗ,. 
KOTOpbId "XHPOHOMHMpobasl HoraMu" (“τος ποσὶν éeyeipo— 
vounoev")2>. Tecuxuit ΤΡΑΚΤΟΒΆΠ TepMHH "XHpOHOM" ΚαΚ "ἸΔΗΠΙΟΡ" 
(χειρονόμος᾽ ὀρχηστής"). 

ΜΒΙ ΒΗΠΗ͂Μ, ὍΤΟ NMepeyHcIeHHble 3HaYeHHS| ΤΟΡΜΜΗΔ ᾿'ΧΗΡΟ- 
HOMHSA) HE ΜΘΙΟΤ ἩΜΚΆΚΟΙΟ ΟΤΗΟΙΠΘΗΜΣ Καὶ My3bike. HO 3TO He 
o3HayaeT, ἯΤΟ B JipepHew [ΡΟ He ObINO cBOeh MopMbI 
MY3bIKaIBHOW ΧΗΡΟΗΟΜΗΜ. M3BecTHO, HaCKOJIbKO MHOTOrpPaHHoi 
ObVIa DeATEJIbHOCTh PyKOBOZUTeNeH xopoB. OHM ΓΟΤΟΒΗΠῊ ΧΟΡ K 
BbICTYIVICHHIO, ὙΠΡΆΒΠΗΠΗ He TONbKO Me€HWeM xopa, HO HW DBYOKe- 
HHE€M TaHUOpoB, IOCKOJIBKy WpeBHerpeyecKHH ΧΟΡ Obl TaHLty1o- 
WWMM, MHOTOYUHMCIeCHHbIMM ΠΡΑΞΠΗΜΜΗΒΙΜΗ͂ IWecTBUAMH ἡ T.n. Πο- 
9TOMY MOXHO MpeanonaraTb, YTO XHMPOHOMHMA, KaK CHCcTemMa 
*KeCTOB, WCHONb3OBaNach B MyY3bIKaIBHOM MpakTMKe, HO, xk 
ΟΟΣΚΑΠΘΉΜΙΟ, He ΟΟΧΡΔΗΜΠΟΟΡ NOYTH HHKaKMX CBHJETENbCTRB oO 
XYNOXECTBEHOM PYKOBOJCTBe ApeBHerpeyecKHM XOPpOM B ΜΟΜΕῊΤ 
ero BbICTyIMIeHHs. IIpapna, Ποπηγκο ( 11 199) mumert, "uro wlarom 
Y MY3bIKaAHTOB Ha3bIBaeTCA MOCTaHOBKa HOT B puTMe” (βάσις δὲ 
παρὰ τοῖς μουσικοῖς λέγεται τὸ τιϑέναι τὸν πόδα ἐν 
poSpo")??, ΠΟΠΡΑΒΥΜΟΒΆΣ Ἡ3ΒΕΘΟΤΗΡΙΪ c ΓΠΥδΟΚΟΙΪ ApeBHOCTH ΜΕΤῸΠ 
"TaKTHpoBaHHa , Kora riaBa xopa ΥὙΠΑΡΩΜΗ HOIM ΔΚΙΘΗΤΗΡΟΒΏΠ 
CHJIbHbI¢ MOH (Hepeqko Ha Horax y Hero Oba cnhelvanbHag 
o6yBb, ΠΟΠΟΙΙΒᾺ KOTOpOK ΠΡῊ yaape Mpon3sBoqMa rpOMKoe 
3ByyaHHe). Kpome Toro, o6HapyxeHa Takxe ἨΔΠΠΗΟΡ, tTeKcrT 
KOTOpoH CBA3aH c "ΠΗΡΙΚΟΡΟΚΟΙ͂ NanouKxon"2®, OnHako HUKaKMMH 


24 Ibid., 158. 

23 Poilucis Onomasticon. Ed. E. Bethe (Lexicographi Graeci, IX). Leipzig 1900, 130. 
Cp.: Herodoti Historia VI 129. 

26 Hesychii Lexicon. Ed. M. Schmidt. Vol. I. Jena 1858, 132. 

7 Pollucis ... Op. cit., 89. 

28 Cm.: Weil H. Etudes de littérature et de rythmique grecques. Paris 1902, 114-115. 
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ΠΡΥΓΜΜΗ ΟΒΗΠΟΤΟΠΡΟΤΒΑΜΗ MO 3TOMY BOTIpocy HayKa B HacTosIlece 
BpeMA He pacnonaraeT. [lostomy cetiuac TpyHO TOBOpHTb YTO-TO 
OnpeesIeHHOe O ApeBHerpedyeckol My3bIKAIbHOH XHPOHOMHH2?. 
H3BecTHA Ο XMPOHOMHH ΠΡΟΧΟΠΗΤ Yepe3 BClO HCTOPHWO BH3aH- 
THHCKOH My3bIKH. Yxe B IV Bexe ΑΦδηδομῇ AvleKcaHApHicKnh, 
ONHCbIBAaA XOPOBOe MeHHe, YNOMMHAeCT “OAHOTO CHTHAIM3NpyrIollero 


ῖ 


pyKopogutTena" ("Evoc τοῦ καϑηγεμόνος σημαίνοντος")50, ἃ 
ΟΤΙΠΘΠΒΗΜΚ []amMBa c BO3MYHIJCHHeM ΓΟΒΟΡΗ͂Τ O ΟΒΟΗΧ coOpaTbsAx, 
KOTOpble, YHA B MYCTbIHIO, He MpHONMWxKalwTcA B OOry, a “NOWT 
NecHH, YNWOpAqOUMBaIOT UXOCbI, MOTpAcaloT pykKaMH, ToMawrT 
HOraMH’ ('σείουσι χεῖρας καὶ petaBdivovor πόδας)}}. B 9ΤῊΧ 
ΟΒΗΠΘΤΘΠΒΟΤΒΧ HE ΥΠΟΜΜΗΔΘΤΟΗ TepMHH ‘“XMPOHOMHA", HO 
COBepWIeHHO ACHO, ΤΟ B ΗΗΧ ΠΟΤῚ pedb O PYKOBOACTBe TMeHHeM 
ΠΡῊ MOMOMWM ONpeweNeHHbIM OOpa30M OpraHH30BaHHOHM XKecTMKy- 


ALM. 
B ΟΠΗΟΜ M3 HCTOUHHKOB VI Beka OMNMCbIBaeTCA BbICTyIWIeCHHe 


tf 


XKCHCKOTO xXOpa MOM yIiIpaBAeHHeM XeHWHHBI: "... PyYKOBOZHTEJIb- 
Hla BSMIAHya Ha MeBULY, MOWWYyO ΦΆΠΡΙΠΗΒΟ, MU, XApOHOMHpys, 


we 


JIOBOJIbHO FPOMKO cIiesIa MEOH, COOTBETCTBYIOLIYIO Menocy” (ἢ 
διδάσκαλος ὑπέβλεπε τὴν ἀπάδουσαν καὶ sic τὸ μέλος 
ἱκανῶς ἐνεβίβαζε χειρονομοῦσα τὸν tpdnov")3?. BusanTuiicKuit 
ΧΡΟΗΜΟΊ ΙΧ Beka Γδοριμῆ ΚΟΠΡΜῊ σΟΟΟΊΠΔΘΥ, ὍΤῸ ἩΜΠΕΡΆΤΟΡ 


29 MuTepecHo ΟΥ̓ΜΕΊΤΜΤΡ, UTO Β ΤρΡΆΚΤΑΤΕΟ IIceBqo-Frytapxa Περὶ μουσικῆς" (1135 ἃ 
13) QA onpenzeneHuaA MpakKTHYeCKOH MY3bIKM HMCNONb3IyeTCA ΤΟΡΜΜῊ ΧΗΡΥΡΓΜΆ" 
(χειρουργία - 3eCcb: peMeCNO, MaCTepcTBO), CBA3QAHHBbIM, KaK HW “XKPOHOMHA™, C 
HeATeNbHOCTbIO pyK: “MbI yiipakKHsxAeMcaA Oonbluie B MpaKTHYeCKOH YaCTH MY3bIKH" 
(ἡμεῖς yap μᾶλλον χειρουργικῷ μέρει τῆς μουσικῆς — Eyyeyupivacpsda") 
(Plutarque. De la musique. Texte, traduction, commentaire, precedes d'une etude sur 
l'éducation musicale dans la Gréce antique, par Francois Lasserre. Olten, Lausanne 
1954, 117). ΠΟ-ΒΗΠΉΜΟΜΥ, B JaHHOM ciy¥ae Mom “XHpyprven” MOHHMaAACh 
pa6oTa MYy3bIKaHTOB-HHCTpyMeHTQIMCTOB, BO ΜΗΟΓῸΜ CBA3aHHAA C pyKaMH. CM. 
Takxke [peBHerpeyecKWe PpeMHHMCLCHUMH MO STOMY MOBOAY B BH3aHTHHCKOM 
UCTOUHMKe "“Διαίρεσις μουσικῆς - "“PasqeneHHWe MY3bIKH", IIPHCYTCTBYIOLIIEM BO 
MHOTHX ΡΥΚΟΠΜΟΗ͂Χ, B YwacTHOCTH, B PAHK 63, su1.47-47 οὔ. (cM. 4acTb II 
HacTosiueH KHMIM, Wiapa 2 WM COOTBeETCTBYWUIMe KOMMCHTAapHh K YkKa3aHHbIM 
JIMcTaM). 

30 Athanasii Alexandrini Oratio contra gentes // PG 25, 85 B. 

31 Gerbert M. Scriptores ecclesiastici de musica sacra potissimum. T. 1, 3; cM. Takxe: 
Wessely O. Die Musikanschauung des Abtes Pambo // Anzeiger der 
Osterreichischen Akademie der Wissenschaften: philosophischhistorische Klasse 89, 


2 1952, 51-52. 
Aristaeneti Epistolarum libri 11. Edidit O.Mazal. Stuttgart 1971, 25. 
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Meodun (829-842) oveHb WIOOM NeHve U “NOcewlan Mpa3qHMyHbie 
cuyxKObI, UTOOLI ΧΗΡΟΗΟΜΗΡΟΒΒΆΤΡ "). PyKonucb “Tunokona” Kou- 
CTAHTHHOMONbCKOH LepKBM cBATOH Codun, co3qaHHad B X Beke, 
OMMChIBAaA JIMTypruio, KoHcTaTUpyerT: "TlowTr wu 4YHTAWT 3TO** non 
PYKOBOJCTBOM OMeCcTHKa, ΟΠΘΤΟΙῸ B cNeliMaibHyW ofexay ἡ 
XHpOHOMHMpylouiero Ha cepeaMHe, c amMBoua ("Kai χειρονομοῦντος 
ἀπὸ τοῦ μέσου τοῦ ἄμβωνος")'!"". “ΤΗΠΗΚΟΗ", 30 ΠΗΟΔΗΗΒΙΝΪ B 
XII Beke, yNOMMHaeT ΠΟΜΘΟΊΤΜΚα, "XHPOHOMMpyloulero Tponaph" 
("yelpovopdv τὸ τροπάριον") 56. Jipyrue MCTOYHHKM Takxe 
MOCTOAHHO ToBOpsT O XMpoHomun: "TleBell MH Hapoa ΠΟΙῸΤ Hayasio 
ΠΟ XHpOHOMHH” (τὴν ἀπαρχὴν... ὁ ψάλτης καὶ ὁ λαὸς μετὰ 
χειρονομίας)}7, "ποοπθ TpeTbero ὩΤΘΗΜΗ ΜῈΠΛῪΠΟΟΜ Tponapb 
TpeTbero Mxoca NO ΧΗΡΟΗΟΜΗΜ" (μετὰ δὲ τὸ γ΄’ ἀνάγνωσμα 
ψάλλομεν μετὰ χειρονομίας τροπάριον Ty. γ᾽ ")58. 

B ΟΠΉΟΜ H3 30 ΠΆΠΗΟΘΒΡΟΠΟΜΌΚΗΧ ΜΟΤΟΙΉΜΚΟΒ, Β ΟΟΟΟΘΙΠΘΉΜΗ, 
ΟΤΗΟΟΞΙΠΌΜΟΗ K 937 ΓΟΠΥ, ΓΟΒΟΡΗΤΟΙ, YTO ΡΥΚΟΒΟΠΗΤΟΠΡ xOpa "No 
oOblyalo oOslerual TpyA ΠΟΙΟΙΙΗΧ paciMcbIBalOWLMMHCA pyKOH Μεπο- 
QMAMM C€KBeHIMM" ("... manum... ad modulos sequentiae pingendos 
rite levasset')?. Union CJOBaMH, ΘΙῸ XeCTbl AKOOLI ΠΡΗΞΒΔΗΒΙ 
OLIN MepeqapaTb MeOAMYeCKOe DBHKEHNe WMCNONHACMOTO Mpo- 
M3BeqeHHA. Bo ΜΗΟΓῊΧ CpeAHeEBeKOBbIX MCTOUHWKAaX 3ayaya pyKo- 
ΒΟΠΗΤΘΠΗ XOpa TONKOBaNIach ΚἈΚ yupaBeHHe "“pyKOM MW TosOcom": 
"KaHTOp pykOHW MW fronocom noobyxaaeT ApPyrMx Κα cormiacnyo" 
("Cantores manu et voce alios ad harmoniam incitat')*®. 

WmeiotcaA Ba saTHHOA3bIUHbIX GparMeHTa O XHPOHOMHH, 
ony6nHkoBpaHHbie M. Tep6eptom*!, xoTropbie Bcerga ΠΡΗΒΟΠΈΤΟΝ 
VccleqOBaTeAMH 3anaqHoeBponelicKoH My3bIKH*2. OnHaKo Β 


33 Georgii Cedreni Historiarum compendium // PG 121, 1000 Ὁ. 
34 To ecth OorociryxKeOHbIM TeKCT. ω 
5 Amumpueecxuu A. ΠΡΕΒΗΘἥΠΙΜμ6 ΠΑΤΡΜΆΡΙΗΜΗ THMHMKOHbI. Kues 1907, 243. 
36 Tam xe, 147. 
εἰ Jimumpueeckuu A. ONUWCaHve JIATYprnyecKHx PyKOIIMceH, xpaHaAMMxca B ὅμᾶπμο- 
TeKax MpaBocuaBHoro Boctoka. T. I, Kues 1895, 356. 
38 Tam xe, 379, cM. Takxxe 354. 
Ekkehardi IV Casus Sancti Galii, 6// Monumenta Germaniae Historica. Scriptorum. 
T. I], Hannoverae 1829, 111. 
40 Honorii Augustodunensis Gemma animae I 76 // PL 172, 567; cm. Takxe: 549 C-D- 
572 Β. 
41 Gerbert M. Du cantu ... Vol. I, 320-321. 
Ομ., HamtpHMep: Kien/e A. Notizen uber das Dingieren mittelalterlicher Gesangschére 
// Vierteljahrsschnft fur Musikwissenschaft I, 1885, 163-165; Schiinemann Ὁ. 
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eCUCTBUTEIbHOCTH OHM CBA3aHbI C BH3AHTMMCKOM My3bIKOH, TaK 
KaK MX aBTOp ONIMCbIBAacT MeHHe, CIbIWAaHHO€ HM B OJHOM H3 
MHOTOUNCIICHHBIX MpeyecKHx MOHacTbIpeii Ha wore Utanun*, roe 
CTporo ΟΟδΠΙΟΠΆΠΗΟΡ ΒΗ3ΞΔΗΤΗΟΚΗΘ Tpannunn. Jlaxe pyKOBOLHTeIb 
xopa 3160» Ha3BaH MO-MpeyecKH - ὁ χειρονομῶν (XHPOHOM). 

B ΠΕΡΒΟΜ qdparmMeHTe onucbiBaetca muTyprua*4. Ilo ony 
CTOpOHY Xopa CTOST TPH CBALWCHHOCIYXHTeEIA Η ΠΟ Apyrylo - TpH. 
B weHTpe, ΟΠΘΤΡΙΠ B Genoe, HaxoqNTCH y4uNTeNb, Tepxallni B 
ΠΟΒΟΙ͂ pyke nocox. [lofHATOM MpaBpow pyKOHM OH MoKa3biBaeT, KaK 
"H3MEpHTb H "COCTaBUTb’ ΜΟΠΟΠΗΙΟ. Bce ΠΟΙΟΙΠΗ͂Θ ΟΠΘΠΗΤ 3a pyKoli 
HM ONaroqapaA 3TOMY ΠΟΤ esAMHormacHo. Bo ΒΤΟΡΟΜ OTPpbIBKe 
paccKa3bIBaeTcd, ΤΟ ΠΟΟΡΟΠῊ WepKBH CTOMT yUHTeNb, OeTHIN B 
CBALICHHbIe ΟΟΠΑΉΊΘΗΜΗ, Depa JIeBOM pyKOM %*e3 enucKoNa ΜΠῊ 
a66aTa, a mpaBoH KecTHKyJINpys| "B COOTBETCTBHH CO 3HaHHeM 
HeBM . 

XMMPOHOMHA - (eHOMeH, BCelIeIO CBA3aHbIM WM C CaMHM 
ΜΥΞΡΙΚΆΠΡΗΒΙΜ MaTepvasioM, WM c ero HCNONHEHHeM. Kak H3BECTHO, 
M TO, HM Apyroe NMocTOAHHO BHJOM3MeCHAIOTCA: TpaHcPopmMupyertca 
MY3bIK@JIbHbIM A3LIK, CIICHOBATeCIbHO, MpeoOpa3syioTcA HW My3bIKAaJIb- 
Hble OOpa3bl, ΤῸ He MOXKeT He OKa3saTb BAMAHMA Ha OcobeHHOCTH 
HCHOJIHEHHA, ἃ 3HAYHT, WM XMPOHOMH)o. He ciyqaWHo B HEKOTOPbIX 
MCTOYHMKax coobllaeTcAd, UTO HacTyMMIO BpeMA”, ΚΟΙΠᾺ ΟΤΔΠΗ 
"A3BPpallaTbCA XMPOHOMHMH" (“pstatiGepevav τῶν χειρονομιῶν"γ45. 
ΤΟ ObLI pe3syibTaT ecTeCTBEHHOTO Mpoljecca SBOIOUNH My3bIKaJIb- 
Horo MCKyCcTBa, MH ΧΗΡΟΗΟΜΗΞ HE MOTIIa OCTaBaTbCA He3aTPOHyToON 
uM. B pe3yibTaTe Ha CMeHy CTapbIM HOpMaM XHPOHOMHH MpHxo- 
WIM HOBBIe. 

3HAaAMCHHTbINM AATYprMcT ΠΟΡΒΟΙΠ ΠΟΠΟΒΜΗΒΙ XVII Beka VYoaHy 
Toap, myTeliiecTBoBaBluMH ΠΟ Boctoxy B 1631 rogzy, coobulaeT He- 
KOTOpble NOXPOOHOCTH “XHpOHOMNYecKOrO akTa", KOTOPbIe OH elle 


Geschichte des Dirigierens. Leipzig 1913, 17-18; Haas R. Auffiihrungspraxis der 
Musik, Wildpark-Potsdam 1931, 34-35; 
ΤΟ yxe GELIO oTMeyeHO B crarbe: Auglo M. La chironomie medievale // Revue de 
musicologie 49, 1963, 159. 
K coxKQICHHIO, 3TH COOOIUIEHHA MAIOKeEHbI ΠΠΟΧΟΥ AaTbIHbl}O, KOTOpad MOUTH He 
ΠΟΠΠΆΘΤΟΒ TOYHOMY Nepepony. M.lepOepr Ha3Ban ee “BapBapcKOH" (CM. 6ΓῸ 
KHMIY, YKa3aHHylo B cHocKe 41, 320). BecbMa IpvH6nM3MTrenbHBIM HeMeLKHH 
NepeBos, 3TMX cbparMeHToOB cAeai Ockap Dusanwep: Fleischer O. Ursprung und 
Entzifferung der Neumen. Leipzig 1895 (Neumen-Studien 1), 37-38. 
43 CM. Codex Lavra 1656 (Tardo 220), Codex Jerusalimitanus 332 (Rebours 305); cm. 
Takxe 31.45 06. PAHK 63 (cM. BTOpy}l0 YacTb KHMTM). 
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gacTal: "...pyKOBONMTeIb TeHHA, BHXMMbIM BCe€MH, ἽΘΡΤΗΤ 
MOCpeACTBOM pa3JIMYHbIX DBMXKeHHM WM XKeCTOB ΠΡΆΒΟΪ pyKM pas- 
JIMUHbIe CUTypbl MeJIOAMH, NOAHMMad, ONycKas, BBITATHBaA MW pa3- 
ΗΜΔΗ ΠΆΠΡΠΙΒΙ 5. Ho copepiieHHO OYeBMAHO, 4TO 9ΤῸ ObLIa γε 
He JPeBHAA BH3aHTMMcKad XMpOHOMHA, TaK KaK K TOMY ΒΡΟΜΘΗΝ 
OHA JOJDKHa 6buia yiTH Η3 WepKoBHoro oOnxoga. HlosTomy ΒΠΟΠῊΣ 
yOenuTebHO B XVIII Beke Kupnnn MapmMapwHcKHi MMcal O TOM, 
yTO "J]peBHAA XMPOHOMHA OCTaNach CKpbITOM OH Hac™4’. 

Uro »%e ΓΟΒΟΡΗΠᾺ BH3aHTHMcKad My3blKaJIbHO-TeopeTHYeckKas 
MBICJIb O XHPOHOMHMH? 

B tpaktate Iicepgo-JlaMackuHa (cM. YacTb [1 HacTOALjenw KHH- 
ΓΜ) HaeTcA Takoe onpezeneHve ΧΗΡΟΗΟΜΜΗ: 


"Χειρονομία ἐστὶ νόμος παρα- "“XHMPOHOMHH - 93TO 3ΆΚΟΗ. 
δεδομένος τῶν ἁγίων πατέρων τοῦ ΞΑΒΘΟΘΙΠΔΗΗΒΙΪ HAM ΟΒΗΤΡΙΜΗ OTIIa- 
τε ἁγίου Κοσμᾶ τοῦ ποιητοῦ καὶ MH, B TOM ἩΜΌΠΟ ΠΟΘΤΟΜ Κοορ- 
τοῦ ἁγίου Ἰωάννου τοῦ Δαμασ- MoH MaiiioMcKuM KM ΟΒΉΤΒΙΝ 
κηνοῦ. Ἡνίκα γὰρ ἐξέρχεται ἡ ΟΔΗΗΟΜ ΠΆΜΔΟΚΜΗΗΡΙΜ. Koruna 
φωνὴ ἀδν Peter  τὐι ἰὼ ΒΟΤΥΠΆΘΤ romoc ΤΟΙῸ, KTO οοῦδε- 

᾿ ie , «. paeTcd MeTb, ToTuac Ke [ΠΟ58- 
παραυτικα καὶ ἢ χειρονομία, ὡς 


ν ὌΨΙΝ A ie 2 yisetca| ἢ ΧΗΡΟΗΟΜΗ͂Η, dTOObI 

1 Ὗ ν τ " 
iy ‘on ea ORL τὸ XHpOHOMMA ykKa3biBaia MesIoc”. 
μέλος "5, 


ΟΟΓΠΆΘΗΟ BH3aHTHHCKOH TpakvWMH, ΟΟ3ΠΘΗΜΘ. XMPOHOMHN ΠΡΗ- 
ΠΗΟΡΙΒΆΘΤΟΩ ΚΟΟΡΜῈ MatitomcKkomy 4 ἴοδηην Πδαμάοκηην. Ἧτο xe 
KacaeTCd TpaKTOBKH XMPpOHOMMM KaK "3aKOHAa’, TO 3TO ΟΚΟΡῸ 
pe3yibTaT TONKOBaHUA CaMOro TepMHHa (BTOpOoH 4acTblO ΚΟΤΟΡΟΙῸ 
ABIAeTCA COBO νόμος - 3aKOH), HexeJIM ΟΥ̓ sBNeHUsS. B 
IIPHBECHHOM OFIpeyesIeHHH COBepwieHHO OTYeCTIMBO BbICTyNaNWI 
(Be ΜΒΙΟΠΗ; Hepa3pbIBHaH CBA3b MeHWA C XHpOHOMHeH 4H ex 
IOCOOHOCTb YKa3bIBaTb MesIoc. AHaIOTMYHaA ΤΟΚΔ 3peHHs BBI- 
eKa3biBpaeTca Ww ΓΆΒΡΗΜΠΟΜ (52, 154-155): "Beab B NeBYecKom™ 
VickyccTBe HHYero H€BO3MOXHO MeTb 063 comlacua C XHPOHOMHeH 
(Οὐδοτιοῦν γὰρ ἐστι δυνατὸν εἰπεῖν τινα δίχα χειρονομίας ἐν τῇ 


46 Goar J. Εὐχολόγιον sive nituale Graecorum. Paris 1647, 435. 
47 Cm. 1.6 06. PAHK 63, a TaxxKe KoMMeHTapuu 10 u 11 K TpaKraTy Kupwouta. 


48 Codex Lavra 1656 (Tardo 226), Codex Jerusalimitanus 332 (Rebours 8), PAHK 63. 
n.47 οὔ. 
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ψαλτικῇ). ΤΆΚΗΜ o6pa30M, XHpoHOMHA Oba obs3aTenbHOH 
COCTaBHOH 4YacTblO BCerO MY3bIKaIbHO-NMeBYecKOTO ewa. 

AcHo, YTO XHPOHOMMYeCKa XKeCTHKYIAUMA CTAaBWJIa Mepe co- 
60H HeCKONbKO 38Π8. ΧΗΡΟΗΟΜΗΡΥΙΟΙΠΜΗ͂ ΠΟΙΣΚΘΗ Ob NOKA3bI- 
BaTh Hayao WH OKOHYaHHe NeHws. B ero oO6S3aHHOCTH ΒΧΟΠΗ͂ΠΟ 
TakxKe coo6ulaTh ΠΕΒῊΜ HYXHYIO ΠΩΑΠΟΤΟΗΆΠΡΗΟΟΤΡ (ῆχος), HU, 
KOHEYHO, erO XKECThI ONpewensnH TeMI WMCNONHEHHA, BbIpPAxKaH 
OCOG6EHHOCTH DHH@AMHKH. Mbi He 3HaeM, KAKHMH ΜΟΤΟΠΆΜΗ ΠΟΠΡ- 
30BaJIMCb B CpeHEBeKOBbe, UTOOLI NOOMTECA ΡΘΙΠΘΗΜΣ yKa3aHHbIx 
3anay. Ho HaM COBepIIe€HHO OYeBHAHO, YTO OHH pa3pelwMMbl. ΒΟΠΡ 
nmogqobOHoe ynpaBeHHe XOpOM B 4eM-TO ΟΡΟΠΗΡμ JeATeJIbHOCTH 
COBpeMeHHOTO AupHxepa. MMeHHO O TaKOH cTOpOoHe XHpOHOMHK 
nuietT Tappunn (72,391-396): 


εἰ μὴ ἣν ἡ χειρονομία, 
παμφωνία ἐγένετο ἄν ἀλλ οὐ "CCH Obl He ObINO XHpo- 
συμφωνία. Ἐπεὶ γὰρ ἅπαντες οὐκ HOMHH, TO BO3HUKas ΟΡ] ἹΠΥ͂Μ, a 
ἄλλας καὶ ἄλλας λέγομεν φωνὰς He ΟΟΒΒΥΜμΘ. ΒΘΠΡ ΚΟΙΓΠᾺ MbI Bce 
ἀλλὰ τὰς αὐτὰς πάντες, συνέ- ΠΟΘΜ [πᾶ χ60] He pa3Hble ΜΗΤΟΡ- 
βαινεν ἄν τὸν μὲν προλαμβάνειν ΒΆΠΡΙ, ἃ [HCMONHSeM| OHH HM Te 
τὸν δὲ ἔπεσϑαι, καὶ tov μὲν ἔσω Xe, TO ecu ObI He ObIIO YeTO-TO 
τὸν δὲ ἔξω λέγειν, εἰ μὴ ἦν τι τὸ BeAYUeTO, YTOObI BCe ΠΟΠῊ οο- 
ὁδηγοῦν πάντας συμφωνεῖν. Τοῦ- TMI@COBAaHHO, ΤῸ ΠΟΠΥΊΜΠΟΟΡ Obl, 
τὸ δ᾽ ἐστίν ΕἾ νόμία᾽ πρδὲ 4YTO OHH 3aGeraeT ΒΠΘΡΕΠ, πρΥ- 


— . vic TOK - 3ama3qbipaeT, ONMH oer 
yap τὴν δομεστίκου χεῖρα ἀπαν- . 
: .  » ΒΒΠΠ6, Apyrow - Huxe. Jina sTOFO 
τες ἀποβλέποντες συμφωνοῦμεν.. 


M cyllecTByeT xHpoHomMusl. ἔἴδο 
Bce Mbl, ΓΠΗΠΗ Ha pyKy MOMec- 
THKa, MO€M COrlacoBaHHoO . 


Bmecte c TeM CYLIECTBYIOT HEKOTOpble CBUCTEIbCTBa, KOTOpbIe 
ΠΡῊ ΣΚΟΠΆΗΜΗ MOXHO TpaKTOBaTb B TOM CMBICJIe, ΤΟ ΠΡῊ ΠΟΜΟΙΠῊ 
XHPOHOMMH NeBYHM NMepewaBINch Waxe Takve ΠΟΤΏΠΗ ΜΟΠποη- 
HeHHs, KaK yKa3aHHa Ha TO, KakKWe WHTepBaybl HYKHO ΠΟΤΡ. Tak, 
HallpHMep, BH3aHTHHCKHH MHcaTetb WM MOMMTMYCCKHH ΠΘΗΤΘΠΡ 
pyOexa XI - XII ps. Hukonai Mecaput, BCMOMHHad O BbICiileH 
KoHcTaHTHHONONbCKOH IWKOJIEC, HAXOMMBIWeMCA B NOZBOpbe ΠΟΡΚΒΗ 
CaaTbix ΑΠΟΟΤΟΠΟΒ, OTMeuaeT, TO OH BCTpeTH TaM ΠΟΙΘΙΠΗ͂Χ 


jHOWeEH: 
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"Νωμώσιν οὗτοι καὶ χεῖρα "OHH pykoBogsT [neHvem}, 
πρὸς φωνῶν καὶ ἤχων ἐξίσωσιν HallpaBnad HOBMYKa pykoH fo 
τὸν ἀρτιμαϑῆ χειραγωγοῦσαν ΜΗΤΘΡΒΆΠΑΜ ἢ MXxocaM, YToObi OH 
οἷον τοῦ μὴ τοῦ συντόνου He YyCKOJIb3a1 Μ3 cTpoi uU He 
ἐξαλιδϑθαίνειν κὰκ τοῦ puSpoo Peep HC 


OTKIIOHAJICS OT COSBYSHA H He 


͵ πὸ Ἄν; 
καταπίπτειν Oo EK συμφω-- é 
ra sal μφ ΟΙΠΗΟΘΆΠΟΣ Β ΠΟΡΗΜΠΗΐἷ. 


νίας ἐκνεύειν καὶ διαμαρτάνειν 
τοῦ ἐμμελοῦς" "3. 


M3 yxe ΠΡΗΒΟΠΗΒΙΠΘΙΌΟΩ Mepecka3a cosepxKaHHA MCTOUHHKa, 
onyonukoBaHHoro M.Tep6eptom (cm. cHockw 41 wu 44), MoxHo 
NOHATb, ΤΟ, cCileqyA %XecTaM XMpOHOMMH, Mespye nen 
MOCTYIe€¢HHOe JBYXKeCHMe Ha ΚΒΗΗΤΥ BBepx Ηὶ ΒΗΜ3. VM, HakoHel, B 
ΠΕΠΟΪ ΟΡ ΡΥ̓ΚΟΠΗΟΘ, ΚἈΚ MbI yKe BUAeIM, CooOMIaeTcs, YTO XH 
POHOMMA yKa3bIBaeT μέλος, a TaK KaK axe lipocTeilwMi Menoc 
COCTOHT M3 CepHH WHTepBasIOB, TO NOZOOHLIe COOOMeHHA DaroT, 
Kak 6yATO, MOBO CYUMTATb, ἯΤΟ NOCpeACTBOM XHPOHOMHH yka3bi- 
BaJIMCh KOHKPeTHble MHTeEPBaJIbl. 

OyHakO Takoe TONKOBaHVe ObIIO Obl ABHbIM 3a01yKTeHHeM. 
YTo6bi yOeNHTbcH B 93TOM, MOCTaTOYHO YACHMTb HeKOTOpbie 
ΠΡΆΒΗΠΑ XAPOHOMMM. 

IIpexge Bcero cpeqW ΜΗΤΘΡΒΆΠΡΗΡΙΧ 3HAaKOB XHPOHOMMPOBaIIHcCh 
Teyla, ἃ ΠΥ͂ΧΗ - COOTBETCTBEHHO TeaM, C KOTOPbIMM OHM ycTaHaB- 
IIMBaIMCh, OOpa3ys1 Ocoobie HEBMeHHbie coyeTaHMsa. BoT 4TO ΠΟ 
3ToMy ΠΟΒΟΠΙ͂ΥΚ mMuteT Taspunn (52, 149-162): 


49 Lint. mo u3gaHH: Heisenberg A. Grabeskirche und Apostelkirche. Zwei Basiliken 
Konstantins. Untersuchungen zur Kunst und Literature des ausgehenden Altertums. 
Teil 2: Die Apostelkirche in Konstantinopel. Leipzig 1908, 20-21. A nepesen 3neczp 
πρὸς φωνῶν Kai ἤχων KaK "HO HHTepBaiaM MW HXOCaM", MpWMHHMad BO BHHMaHve 
3HAYeHHA, KOTOpbie MMesIH 93TH TepMHHbI B BH3a8HTHHMCKMX MY3bIKANbHO- 
TeopeTH4eCKMX aMATHHKax musica practica. HacKOJIbKO Ke 9TO ΟΠΡΆΒΘΠΠΗΒΟ, cm. 
aibHetiliee MAIOKeHHe MaTepHasia HACTOAIeK ΓΠΔΆΒΡΙ. 
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"Ἐπεὶ γὰρ τὸ ἶσον, τὸ ὀλίγον, ἡ 
ὀξεῖα, ἡ πετασϑή, τὸ κούφισμα, τὸ 
πελασϑόν, τὰ δύο κεντήματα 
τούτων ἕκαστον ἰδίαν ἔχει χειρο-- 
νομίαν, τὸ δὲ κέντημα καὶ ἡ 
ὑψηλὴ οὐκ ἔχει᾽ ὁμοίως δὲ ὅτι ὁ 
ἀπόστροφος καὶ οἱ δύο σύνδεσμοι 
ἰδίαν ἔχουσι χειρονομίαν, τὸ δὲ 
ἐλαφρὸν καὶ ἡ χαμηλὴ οὐκ ἔχει, 
ἀλλ ἔστι χρεία καὶ ταῦτα 
χειρονομεῖσϑαι. Οὐδοτιοῦν γάρ 
ἐστι δυνατὸν εἰπεῖν τινα δίχα 
χειρονομίας EV τῇ φαλτικῇ ἤνω-- 
σαν ταῦτα καὶ μεταδεδώκασι τὰ 
ἔχοντα τὴν χειρονομίαν σημάδια 
τοῖς μὴ ἔχουσι, καὶ τοὐτῷ τῷ 
τρόπῷ ἔχουσι πάντα χειρο- 
νομεῖσϑαι. Ὁρῶμεν γὰρ ὅτι ὁπόὰά 
ταν συντεϑῇ μετά τινος τῶν΄ ἕξ 
τούτων σημαδίων τὸ κέντημα ἤ ἢ 
ὑψηλή, χειρονομεῖται μέν κατὰ 
τὴν χειρονομίαν, ἥν ἔχει τὸ 
σημάδιον ps9 > οὗ κεῖται φω- 
νεῖται δὲ κατὰ τὰς φωνὰς ἅς ἔχει 
τὸ κέντημα ἥ ἡ ὑψηλή". : 


"W060 ἤοοη, OJMTOH, OKCHS, 
lleTacTH, KydNcma, MeacToH, 
BOMHad ΚΟΘΗΠΗΜΆ - ΚΑΚΠΡΙΣ 3 
HHX MMeeT CBOIO XHPOHOMHWN, a 
KeHMMa HM ΠΟΜΠῊ - He MMEWT; 
TOUHO TaK xe H alocTpom ἡ 
MBOHHOM COCTHHEHHEIN [anocrT- 
pod] HMeIOT CBOW XHPOHOMHW, a 
ΞΠΆΦΡΟΗ WM XaMWIM - He MMECIOT. 
Ho cylijecTByeT ἩΘΟΘΧΟΠΉΜΟΟΤΡ, 
uTOOLI H OHH ΧΗΡΟΜΗΡΟΒΆΠΜΟΒ. 
Beab B MeBYe€CKOM MCKyccTBe 
HHYero HEBO3SMOXKHO MeTb 063 
ΟΟΓΠΆΟΜΗ c XMpOHOMHeH. 3HaKU 
COeCJIMHEHLI, H UMeWWMe XMpo- 
HOMHIO MepegawrT [66] TeM, Ko- 
TOpble He HMeIOT, Ηὶ TaKHM OOpa- 
30M, XHpoOHOMMHpyloTcs BCe [3Ha- 
KH]. H6o MbI ΒΗΠΗ͂Μ, Kora KeH- 
ΠΗΜᾶ MW MMNCWIN COCXHHEHBI C Ka- 
KMM-HH6yab H3 5ΤῊΧ WIECTH 3Ha- 
KOB, TO OHH ΧΗΡΟΗΟΜΗΉΡΥΙΟΤΟΞ ΠΟ 
XMPOHOMMH, KOTOpylO MHMeeT 
3HaK, YCTaHOBJICHHBIM C HAMM. 
[lororca xe OHH B COOTBETCTBHU 
C HMHTeEpBasiIOM, KOTOPBIM ykKa3bI- 
BaloT ΚΟΘΗΠΗΜΆ HW ΗΠΟΗΠΗ“. 


3HauMT, XHPOHOMMYECKHMK XecT MpeHa3sHayaicd TONbKO JIA 


HHTepBaOB, OOO3HadaIOWWIHX JBYKeHHe Ha CeKYHY BBepx HM ΒΗΒ3. 
CneqoBaTesIbHO, XHPOHOMMeH Heb3A ObvIO ObO3HaYaTb HHTep- 


BaJIbl, ΠΡΕΟΒΒΙΠΙΔΙΟΙΠΗ͂Θ CeKYHAY. 


Ho 3To elle He Bce. KaK MOXHO NOHATb H3 ΠΟΟΠΟΠΗΘΗ Mpa3pl 
TOJbKO {ΤῸ ΠΡΗΒΕΠΘΗΗΟΪ ΠΗΤΆΤΡΙ, HECMOTpA Ha XECT, COOTHOCH- 
UiMiica c ΤΟΠΆΜΗ (TO €CTb CO 3HaKaMH, OOO3HAaYaIOLMMH lar Ha 
CeKyHAy), ΚΘΡΗΠΗΜΆ MW HMNCHJIN MOWTCA B COOTBETCTBHH CO CBOHM 
MHTCpBaJIOM, NO ΤΟΡΙΜΗΜ. TakiM oOpa30M, XHpOHOMHMYeCKHMH 
XKECT, AKOObI yKa3bIBalOLUHH CeKyHy, He MpenATcTByeT TOMY, 4TO- 
ObLI KEHHMa WM ἩΠΟΗΠῊ HCIOJIHAINCh ΠΟ TepliHaM. 
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Bonee Toro, Tela, NpH3BaHHble PUKCHpOBaTb War Ha CeKyHAy, 
XHPOHOMMPOBAaINCb MO-pa3HOMy. Kak MbI yxe 3Haem ΠΟ [pey. 239. 


(1.20 06.), 


"TIO-CBOeMy XHPOHOMHpyeTcA OJIMTOH, MO-cBoemy - 


OKCHA WM MO-CBOeMy - OCTaIbHble [Tesa]." [loqo6Hoe yrBepxaeHHe 
IIpHcyTcTByeT HW B TpakTate Taspnuna (48, 104-106). Sto cBnge- 
TeCJIbCTBY€T O TOM, YTO OHH H TOT Ke MHTEPBal DOJLKEH Obi 0603- 
HayaTbCA pa3JIMYHbIMHM xXecTaMH. [Ilostomy He ocTaeTca HuYeEro 
ΠΡΥΤΌΓΟ, KaK MpHiTH Καὶ ΒΠΟΠΗΘ ONpeseNeHHOMY BbIBOLY: XAPOHO- 
MHYeECKHe ΚΘΌΤΡΙ, COOTHOCHMBIe c TeaMH, o603Ha4asIM He HHTep- 
Bal, a HE4YTO Apyroe. OO 3sToM MulueTca B "CBaTorpague’ (Raasted 


32} 


"Τὸ δὲ ὀλίγον ἔχει φωνὴν μίαν, 
ὁμοίως καὶ ἡ πετασϑὴ καὶ ἡ ὀξεῖα. 
ἀποροῦσι δέ τινες, τί δήποτε οὐχ 
ἕν ἐτέϑη σημάδιον ἔχον μίαν 
φωνήν, ἀλλὰ τρία ἔχοντα ἀνὰ 
μίαν φωνήν, καίτοι τὸ ἕν ἤρκει 


ὍΠΗΓΟΗ COMe€pXKHT ΟΠῊΥ 
ΦΟΗΗ, aHasIOrM4HO - NeTacTH ἢ 
okcua. HekoTopbie HeqoyMeBaloT, 
ΠΟΊΘΜΥ He ObLI yCTaHOBIIeH ONKMH 
3HaK, YKA3bIBAIOLUMH ODHY POHH, 
a Tp, ykKa3biBaloulve Ha ODHY 


oHH, XOTA OZHOTO [3HaKa ObLIO 
68} MocTaTOYHO ΠΟΒΟΙΌΠΥ Wis 
[oOo3HaYeHHa| ONHOM MoHH. Mm 
MbI FOBOPHM, ἯΤΟ CYIIeCTBYIOT 
ΟΥ̓ΠΗῚΜΗ [B ΜΟΠΟΠΗΘΗΜΗ] Moun. 
CpeqH HHX OfHa [MoxXeT OBITH] 
pe3KOH, Apyrad# - CMOKOMHOH, a 
TpeTbA - YMepeHHOH. Pa3M4HBEIe 
3HaKM ObIIM ycTaHOBIeCHbl 553-382 
ΡΑΞΠΗΜΜΗ B 3By4yaHHAX. Ho He 
TOMbKO 943-38 9ΤΟΙΟ, a [6116] μ5- 
3a MH3MCHEHHA ΧΗΡΟΗΟΜΗΒ΄. 


«ἂν» ἀντὶ μιᾶς φωνῆς πανταχοῦ, 
πρὸς οὕς λέγομεν, ὅτι Siapopat 
εἶσι φωνῶν᾽ ἡ μὲν ὀξεῖα, ἡ δὲ 
ὁμαλή, ἥ μέσον τούτων. ἕνεκεν 
τῆς φωνῶν διαφορᾶς ἐτέϑησαν 
καὶ διάφορα σημάδια οὐ μόνον 
δὲ διὰ τοῦτο, ἀλλὰ καὶ διὰ τὴν 
:ναλλαγὴν τῆς χειρονομίας". 


ἸΆΚΗΜ oO6pa30M, XHPOHOMMYeCKHMe ΚΘΟΤΕΙῚ YyKa3bIBAIH He 
MHTepBasl, a XapaKTep MCNONHEHHA HMHTepBatbHoro wara Hu ero 
pHTMMYecCKy1O OpraHHsauMio. Ec Ob 3TO OblIO HE Tak, a 


HaoGopoT, TO NO ΧΗΡΟΗΟΜΜῊ MOXHO OLLIO 6581 3aNvcaTb Nowuleecg 

mponsBpeqeHHe. JleicTBHTeNbHO, 3Had CHCTeMy XHPOHOMMYecKHxX 

X2eCTOB MH MOHHMas MX 3HaYeHHe, MOXKHO ObIIO Obl NHCLMeEHHO 

@UKCHpOBaTb MUHTepBayIbHbIM ΟΜΒΙΟΠ KaxKNOrTO xecTa HUH Tax 

BOCIIpOM3BeCTH B pyKONWcCH Bce NecHoNMeHHe. B wHallleM pacnro- 

PsDKCHHH CCTb 3aMeYaTeIbHbIM TeKcT [ΔΒρμηπὰ (100, 702-102,723), 
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KOTOpblii, MpeKkpacHo 3285 BCe BOSMOXHOCTH ΧΗΡΟΗΟΜΜΗ, BCe Xe 
ΠΡΟΒΟΠΗ͂Τ MbICJIGHHO TaKOH SKCNePpHMEHT: 


“Ἔγωγε δὲ Kol ἀπὸ μόνης 
χειρονομίας ἀπῆτησα αὑτὸν τέ- 
λειον ψάλτην γράφειν, λαβόντα 
μόνον πρῶτον τὸν ἦχον, GAAG 
τοῦτο γίνεται μὲν ὀρϑῶς κατά τε 
τὰς φωνὰς καὶ τὸν ἦχον, οὗ μὴν δὲ 
κατὰ τὸν σκοπὸν τοῦ χειρονο- 
μοῦντος. Καὶ ἢ αἰτία ἐστὶν ἤδε᾽ 
ἐπεὶ γὰρ ὁ ἀπόστροφος. καὶ ἡ 
χαμηλὴ κατὰ μὲν τὴν χειρονο- 
μίαν εἰσὶ ταὐτά, διαφέρουσι δὲ 
κατὰ τὰς φωνάς, ὁ μὲν γὰρ ἀπό- 
στροφος ἔχει μίαν φωνήν, ἡ δὲ 
χαμηλὴ τέσσαρας, ἀλλὰ καὶ αἱ 
τρεῖς καὶ αἱ δύο φωναὶ αἱ 
κατιοῦσαι τὴν τοῦ ἀποστρόφου 
ἔχουσι χειρονομίαν, ὁ γράφων 
ἀποβλέπων πρὸς τὴν χειρονο- 
μοῦσαν οἷδε μὲν ὡς κατιοῦσαν 7 
κατιούσας φωνὰς λέγει, τὸν δὲ 
ἀριϑμὸν ὁπόσος ἐστιν οὐκ οἶδε. 
Καὶ τοῦτο ποιεῖ τὴν σύγχησιν᾽ 
ἐπεὶ εἰ ἥδει καὶ τὸν ἀριϑμόν, 
ὀρϑῶς ἄν ἔγραφεν. 


Τὸ ὅμοιον δὴ συμβαίνει καὶ 
ἐπὶ τῶν φωνῶν τῶν ἀνιουσῶν᾽ καὶ 
γὰρ ἡ ὑψηλή, ὡς βἴπομεν, καὶ τὸ 
κέντημα χειρονομίας ἰδίας οὐκ 
ἔχουσιν ἀλλὰ χειρονομοῦνται ἥ 


Ἢ Ἂς πΠοτρθῦοβαπ, uTOOBI 
ΟΟΒΟΡΙΠΘΗΗΒΙΝ ΠΟΒΗΜ, 3alnHcbi- 
Bal ero, [TO ecTb Menoc], ΤΟΠΡΚΟ 
Mo XHPpOHOMHMH, Oepa ΠπΠΗΙΠΡ 
ΠΕΡΒΒΙΪ Hxoc. Ho 3To nomyyuaetca 
ΠΡΩΆΒΗΠΒΗΟ [TorMa, Kora MeJIOC 
3alHcbipaeTcA| B COOTBETCTBHH Ὁ 
MHTepBaylaMH WM HWXOCOM, a He 
[rorma, Kora ero XOTAT 3anH- 
caTb] MO HaMepeHHlo TOTO, KTO 
XHpoHomupyeT. HM ΠΡΗ ΜΗΔ 9ΤΟΙῸ 
TaKOBa: anocTpo@ ἡ ΧΑΜΗΠΗ ΟΠη- 
HaKOBbI ΠΟ ΧΗΡΟΗΟΜΜΗ, HO pa3- 
NHYHbI MO AWHTepBayamM. Αποοτ- 
pod coxepxKHT OHY ΦΟΗΜ, a 
X4MWJIM - 4YeTbIPe. OqHaKO TPH ἡ 
ape Hucxoaslulwe OHH TakxKe 
MMelOT XHPOHOMHIO anoctTpoda. 
ToT, KTo 3amvcblBaeT [Menoc], 
ΓΠΉΠΗ Ha XA4POHOMApylolllero, ΒΗ- 
AMT, KaK OH ΠΟΘῚ HHCXORALIYIO 
WIM ἩΒΟΧΟΠΒΙΠΜΘ MOHH, HO He 
BHOHT, KaKOBO Hx ἅμοπο. VU 3To 
co3gqaeT MyTaHHUy, TaK Kak ecJIM 
Obl OH yBHZeI HW βποπο [PouH}, 
TO 32 ΠΗΟΔΠ Obl ΠΡΑΒΗΠΡΗΟ. 


To xe caMoe ΠΡΟΜΟΧΟΠῊΤ Hc 
BOCXONAUIMMH MHTepBalaMH.Beb 
KaK MbI CKa3aJIM, ΠΟΜΠῊ WM KeH- 
qMMa He HMeIOT CBOeCH XHPOHO- 
MH, a XHPOHOMHpyWTca JIM60 
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μετὰ τῆς πετασϑῆς ἤ μετὰ tod Mo MeTacTH, ΠΗδῸ no ΟΠΉΓΟΗΥ, 
ὀλίγου ἤ μετὰ τῆς ὀξείας ἤ μετὰ προ No oKcHH. ΟΠΕΟΠΟΒΆΤΕΠΒΗΟ, 
ἄλλου τινὸς συντιϑέμενα. Λοιπὸν TOT, KTO 532 ΠΗΟΡΙΒΆΘΤ [necHorie- 
ὁ γράφων ὁρᾷ τὸν χειρονομοῦντα He], ΒΗΠῊΤ ΡΘΗ ἩΡΉΙΘΓΟ, 
πετασϑὴν ἤ ὀλίγον ἤ ὀξεῖαν ΥγΚΑΒΡΙΒΔΙΟΙΠΙΘΙῸ XMpoHOMuel Πε- 
TacTH, 2H60 ΟΠΉΓ͵ΓΟΗ, πρῦο οκ- 
ΟΠ, HO He 3HaeT, ποπρᾶδ3γν- 
MeBaeT JIM 3718 XHPOHOMHA Be, 
mH60 TpH, πηῦο 4YeTbIpe, 1H60 
Sombie @oHH. [lo 9τοῦ NpHunHe 
HHKTO He MOXeT ΟΠΟΠΟΒΆΤΡ [8 
᾿ ν NeHHH WHTepBasioB] 3a HaMe- 
Ae oS PpeHHeM XHPOHOMMpyioulero’ . 


ὑποδεικνῦντα τῇ χειρονομίᾳ, οὐκ 
77 \ f δ ’ δ = wu 
olde δὲ μιὰν ἡ δὺο ἥ τρεῖς ἢ 
τέσσαρας ἤ πλείονας φωνὰς ἔχει 
αὕτη ἢ χειρονομία διὰ γοῦν τὴν 
αἰτίαν ταύτην οὐ δύναταϊΐ τις 
ἀκολουϑῆσαι τὸν σκοπὸν τοῦ 


ΘΤΟΤ TeKcT [ΆΒΡΗΗΠᾺ HacTONbKO Ξ06Η, YTO He TpebyeT HUKAKHX 
KOMMEHTap Nes. 

Mtak, ΠΡῊ NMOMOLUIM XMPOHOMHH MepesaBann xapakTep HcCMoHe- 
HHA OTACJIbBHBIX (pparMeHTOB MY3bIKaNIbHOH COpMbl, ΒΟΞΜΟΣΚΗΟ, 
Mopok Make oveHb ΟΟΠΡΗΙΗΧ. MHorga (mpaBga, KpaitHe peyKo) 
XHMPOHOMHEH MOXHO ObIIO “MOACKa3aTb" IJMOLMOHAJIBHbIC OTTEHKH 
OTICIbHbIX HHTEPBAJIbHbIX liaroB. B ee BeNeCHHM ΜΟΙΠῊ HaxOAMTbcA 
PHTMHYeCKHe OCcOOeHHOCTH ABHXKCHHA MY3bIKH, ee AHHAMMYeCKHe 
acIi¢KTbl, TEM. Bce 9TO BLINOMHANOCh XHPOHOMHeH Tell H ΟΟΠΡΙΠΙΗΧ 
unocta3. [lostomy ΠΡΗΒΟΠΘΗΗΡΙΘ paHee CBHeTeJIBCTBAa, AKOObI 
ΠΆΙΟΙΗΜΘ MOBO TOJKOBaTb HX B NONb3y ᾿ΜΗΤΟΡΒΑΠΡΗΟΪΪ XHpOHo- 
MMH, CylelyeT paccMaTpHBaTb H60 Kak HelMOHMMaHWe CMbicya 
ΤΆΚΗΧ coo6lleHHii, mH60 Kak OYeBHAHbIe 3ΔΟΠΥΣΚΠΘΉΜΗ Tex, UbMMH 
MOKa3aHHAMM ΜΒῈῚ Nomwb3yemMca. Booblile xe Heb3A 3a0bIBaTb, 4TO 
aOCOJIOTHOE OONbUIMHCTBO CBMCTEBCTB O 6e3rpPaHHYHbIX BO3MOX- 
HOCTAX XMPOHOMHH ΜΡῈϑΠΎΠἝΠΟΠΥΜΠΗ M3 pyK ΠΙΟΠΕΙ͂, ΠΆΠΟΚΗΧ OT 
MpodeccHoOHabHoH MeBpyeckKoH yesrenbHocTu. T[lostomy Het 
HHYero YIAMBHTeCIbHOrTO B TOM, ΤΟ OHOMY H3 HHX, MIADH Ha 
XMPpOHOMAa, Ka3aslocb, 4YTO TOT BOCNPOH3BOMT CBOHMH XecTaMH 
QBUXKCHHe MeOAMYeCKON JMHHH, ἃ ApyroMy - 4YTO NpoToNcant 
NOKa3bIBaeT KaKIbIM ΜΗΤΟΡΒΩΠ HM TEM CaMbIM OlpeseiseT BbICOT- 
HbIM YpOBEHb KaxKOrO 3BykKa (XOTA MpakTWyecKM 3TO HedOcTH- 
ΗΜΟ, TaK KaK JHOGOH, axe caMbIN MeAJICHHbIM TeMM HCNONHEHHA 
He ΠΆΘΥ BO3MOXHOCTH AJIA CTONb ΠΟΤΆΠΡΗΟ XWKeCTHKYIAWMM, He 
ΓΟΒΟΡΗ yxKe oO Oonee NOABYWXKHBIX MeCHONeHHAX). 3HAYHT, ΘΟΠῊ 
yTBepxacTCH, HaNpWMep, ἯΤΟ “XHPOHOMHS yKa3biBaeT Μποὺ, TO 
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3910 O3HaAYaeT ΤΟΠΡΚΟ TO, 4YTO XHPOHOMHA YKa3bIBaeT XapaKTep 
3nyyaHna’?, ἯΤΟ xe KacaeTCA πρὸς φωνῶν y Hukonaa Mecaputa, 
To, 3285, 4YTO OH He GbLI MYy3bIKAHTOM, HYXKHO CylelaTbh Tako 
BbIBOO: JH60 OH He yNoTpe6I.1 ἡ φωνή B 3HaYeHHH "HHTepBan” 
WIM "“CTyNeHb” (Kak 3TO ΠΟΠΆΠΗ My3bIKaHTbI-Mpodeccvouasibl), πΗ- 
60 HMEJI ΠΟΒΟΠΡΗΟ CMYTHbIe MpeAcTaWIeHHA O NOJJIMHHOM ΟΥἹΠΗΟ- 
CTH XHPOHOMHH, ΟΥ̓Η O ΗΘ MO COOCTBEHHLIM BileyaTIeHHAM, 
OCHOB@HHbIM Ha BHeWIHHX MH MOBeEpXHOCTHbIX NpeACcTaBIeHHAX. 

Bce, 4TO HaM ceHYac H3BECTHO O BH3aAHTHHCKOM ΧΗΡΟΗΟΜΜΗ, - 
ΠΡ He3HAa4YMTebHaf WacTb ee TeOpHH HW MpakTHKH. ΘῊΡ 
MHoroe ΠΡΟΠΟΙΌΚΩΘΤ OcTaBaTbBCA Ταἤ ΗΟ. TlosTomy ΠΟΥ HOBy1O 
HHQ@opMaulHio MO 3TOMY BOTIpocy HEBO3MOXHO MepeolleHHTb. 
CounHeHve xe Muxanna Bremuga sABISeTCA WMCHHO TaKMM 
MH@OpMaTHBHbIM HCTOUHHKOM. 

BosBpaulasich Καὶ JIMCTy M3 ero TpakTaTa, HaxOMsAllemMycA cpeaH 
APXHBHbIX MaTepvanoB Tlopdupua YcneHckoro, ΗΘΟΟΧΟΠΗΜΟ cpa3y 
ΚΘ CKA3aTb, YTO OH ObIN paccUNTaH Ha ynoTpebseHWe B LWEpKOBHOH 
M MOHAacTbIpcKoH yyeOHOH ΠΡΆΚΤΗΚΟΘ. ΤΟ ΠΡΕΟΠΟΠΡΟΠΟΠΜμΠΟ ΚΗ 
OcOOCHHOCTH 3ΠΟΣΚΘΗΜΗ MaTepHana, ΠΡΙΗΞΒΔΗΗΟΙΓΟ NOMOYs OGyny- 
UMMM Me€BY4M OCBOHTb H 3alNOMHHTb XMPOHOMMYECKHEe XEeCTHI. 
Ilpeanaraemble B TeKcTe CpaBHeHMA MW ΠΑΡΆΠΠΘΠΗ 3aMMCTBOBAHBI U3 
OuOJIEMCKMX KHMT, TaK KaK Kpyr o6pa30B 3TOM JIMTepaTypb!l Ob 
HaHOoslee W3BeCTeH WH NOHATEH B TOM cperze. 

B coxpaHHBluleMca OTPbIBKe BCe ΒΟΠΡΟΟΒῚ 3amalkoTcA B ΠΒΥΧ 
dopmax: "Eic τύπον τίνος χειρονομεῖται..." ("Ho 3Haky 4Yero 
XHpOHOMupyetcsa>..?") win “Τί τύπον δεικνύει..." ("Kako 3Hak 
moka3biBaeT..."). ΠΡΟΜ B WCHONb30BaHHH 3THX ΦΟΡΜ HeJIb3A 
BbIABHTb HHKaKOH 3aKOHOMePHOCTH. Bce ropopuT O TOM, 4TO OHH 
B3aMMO3AMCHACMBI, A B HEKOTOPBIX ΟΠΥΔΗΧ NaxKe ΠΟΠΟΠΗΜΙΟΤ Apyr 
ΠΡΥΓᾺ arpa Gla τύπον τίνος χειρονομεῖται : 
Δεικνύει ..."). 

ΔΗΔΠΗ3 TeKCTa ΠΟΚΩΞΒΙΒΆΘΟΤ, ὍΤΟ XHPOHOMMYeCKMe XEeCTHI 
OCHOBbIBaIHCh πΗδο Ha rpadbuKe 3HaKOB, ΠπΗῦο Ha ΜππιοστρΆμ 


50 B cRoe BpeMA 3 ΠΡΟΒΕΠ AHAIN3 TEPMHHA μέλος Β APeBHETPeYeCKHX MY3bIKAIbHO- 
TeOpeTHYeCKHX HCTOUHHKAX M yOeWICA, UTO 3TO CIIOBO HCIONIb3IOBAIOCh, Kak 
MHHMMYM, B YeTbIpex 3Ha¥eHHAX (cM.: LepymMaH E. AHTHYHOe yYeHHe O MelIOCce, 
114-122). Bbyto 6bI UpesBETUaHHO HHTepecHO TMIpOBeCcTH ΔΗΆΠΟΓΜΙΗΟΘ H3yyeHHe 


μέλος B ΒΗΞΔΗΤΗΜΟΚΗΧ HCTOUHHKAX ΠῸ musica practica, 1a WM Boobie BO ΒΟΘΧ 
CBHJIeTeJIbCTBAX, CBASAHHbIX C XHPOHOMHeH. 
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STHMOJIOIMM, CTpeMACh B ΚΘΟΊΕ 3aleyaTMeTh CeMAHTHKy, 3aKnIO- 
YeHHYW B Ha3BaHHWHM TOTO WIM ηίογο HOTHOLO 3Haka. 

3HaKOMACh C HpeanaraeMbIM HCTOUHHKOM, He Hy XHO 3a0bIBaTb , 
ἯΤΟ XMPOHOMHA - CpeCTBO XKHBOFO OOMICHHA ΠΟΜΘΟΤΗΚΟΒ μ προ- 
ΤΟΠΟΔΠΤΟΒ C NeBYHMH. Ee ocoGeHHOCTH BCerla 3aBHCeNM HE TONBKO 
OT My3bIKaJIbHOrO MaTepHasia (06 3TOM yxke YNOMMHaOoch), HO ἢ QT 
cBoeco6pa3vA ΤΒΟΡΊΘΟΚΟΪ MaHEpbl KaxKqOFO PyKOBOMTeIA xopa ἡ, 
KOHCYHO Xe, OT MpodeccMOHabHbIX KaYecTB CaMOFo xopa, ero 
npodecchoOHanbHon ΚΥΠΡΤΥΡΡΙ. Tlostomy ΒΡΗΠ AM cyelyeT nyMaTh, 
ἯΤΟ XHPOHOMHYeCKHe XeCTLI ΒΟ3Π6 M BCerMMa ObLIN abconlIoTHO 
ONHHAaKOBbIMH. Kak pa3 HaoG6opot. ΠΡῊ co6mloneHHN HeEKHX ΟΟΙΠΗΧ 
NpHHUWNOB y KaxkOrO MacTepa OHM ΠΡΗΟΘΡΘΊΔΠΗ ΜΗΠΜΒΗ- 
HyayibHble 4epTbl, a MOpOoHW MOMIM WM ΡΑΠΗΚΆΠΡΗΟ OTAMYAaTECS. 
CreqoBaTesIbHO, CBeeHNA, 3ac~pHKCHpOBaHHble B COUMHEHHH Mu- 
xawnia BneMyga, HYKHO pacCMaTpHBaTb KaK OHH BapHaHT 54,53 
MHOXeCTBa ObITOBaBLIIMX CHCTEM XHPOHOMHYECKHX XKECTOB. 

ἢ nocnegHee. ΓΠΆΒΗΡΙΜ cozepxkaHHeM MpakTMyeckow TexHUKH 
XHPOHOMHMpOBaHHA CAyYXKMJIO TO, ἯΤΟ He NOMEeEXKUT TOYHOK nMMCBh- 
MeCHHOM pericTpaunv. B 3TOM OTHOIIeCHHH 3alvch XHpOHO- 
MM4eCKHMX XKECTOB HacTOJIbKO %Ke TpyqHa, KaK M 38ΠΗῆομ, HalpumMep, 
TaHUCBasIbHbIX OBYOKEHMM. Beab BCHKOe JBMWKEHHeE HEBO3MOxHO 
OMHCaTh HaCTONbKO TOUHO, ITOGOHI, ceaqyA ONMCaHHW, B TOUHOcTY 
NOBTOPHTbh peaibHoe MBYyKeHHMe. OcobeHHO 3TO TpyaHO Torna. 
ΚΟΙΠᾺ 38 ΠΗΟΒΙΒΔΙΟΙΠΜῊ He OGJlagqaeT cNeWWanbHbIM ΜΟΤΟΠΟΜ ang 
‘OYHOH ΦΗΚΟΔΙΜΗ Mpollecca ABYOXKeEHHA MW ΚΟΓΠΆ YTAOWHH ero 

»pecKa3 HMKOTya He ΒΗΠΟΠ ΚΉΒΟΓΟ ZBYKeHHA. Bce cka3aHHoe c 

JIHBIM ΠΡΆΒΟΜ MOX%KHO OTHECTH H K HallieMy CTpeMICHHIO μὴν- 

‘Th NO 3aNHCH XHpOHOMHMYeCKHe xecThI. OG 9%9TOM Hy>xHO 
IOCTOAHHO TOMHHTb, 4HTAad GparMeHT Μ8 coynHeHHA Muxanna 
Bnemua. 

ΕΟΠῊ K TOMY Xe ellie ydecTb MH ameropHyecKkuH cnoco6 ΟΠ. 
CaHHA XKeCTOB, MPHHATLIM aBTOPOM, TO CTaHeT ACHO, 4TO Haliy 
BO3MOXHOCTH MO3HAaHHA HX BeECbMa OFpaHHYeHbI. OHM 3aBHcaT of 
MHOIMX TIPHYHH: HaCKOJIbKO HX ΟΠΗΟΔΗΜΘ OIM3KO Κα JelicrBy- 


TEJIBHOCTH, HAaCKOJbKO o6pa3HO WHOCKa3aHWe, MCHOMb3ylOlWeecyg 
WA paccka3a 
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Ο xKeCTe H, HaKOHell, HaCKOJIbKO O1M3KO ΚΑΚΠΡΙΠΪ HS Hac MOXEeT 
TIOMOHTH Yepe3 aWIeropHiO HM HECOBEPINeHCTBO ONIMca-HHA K ΠΟΗΗ- 
MaHHIO peasIbHOrO XecTa. 


Ilperpay MHoro, HO ΜΉΟΓΟ ΠΥΤΗ Moka HeT”!. 


1 Kenaune ΠΆΤΕΡ pyKONMCHBIM TekKcT Myxansia ΒΠΟΜΗΠαᾶ, NOMOOHO BCeM IIpexuiect- 
BYIOULHM Tak, YTOObI pyKOMNMCHAaA CTpoKa COOTBETCTBOBaa HalleyaTaHHOHW, HaToN- 
KHYJIOCh Ha HeltpeoqouMMoe TeXHMyecKoe ΠΡΟΠΉΤΟΤΒΗΘ. Πα πῸ B TOM, 4TO pyKo- 
ΠΗῸΡ HallMcaHa MeJIKHM MOYepKOM C YacTBIMH COKpaleHHAMH. ΠΡῊ ux "pacKphi- 
THM” BeIMYMHa CTpOKH ΜΗΟΙΓΠΆ WocTuraeT 125 3HaKOB Ηὶ He AaeT BO3MOXKHOCTH 
YMeCTHTb 66 NO WHpHHe crpaHHlbl. ΠΟΘΤΟΜΥ 1 BbIHyKeH OBL “IOMaTb” pyKo- 
IIMCHYW CTpOKy M H31araTh ee TO YaCTAM. OAHAKO HyMepaliMaA, COMpoBoOxalollad 
TeKCT, JacT 4HTaTesIIO TOYHOe MpescrawleHve O Hayate WU KOHMe PyKOMMCHbIX 
CTPOK. 


22 3anaa N° 2443, oe 


Chapter VI. 


A Folio from the Treatise by Michael Blemydes. 


According to the evidence of Porphyry Uspensky, in the library of 
St.Catherine’s monastery of Mount Sinai under number 1230 he saw 
"Στιχηράριον ψαλτηκὸν ὅλου χρόνου" - "The Chanting Stiche- 
rarion of the Whole Year" which consisted of 308 folios ( 289 x 203 ; 
195 x 140 ; 18 - 19 lines ). It was noted among other things at the 
end of the codex ; 

" Ἐτελειώϑη σὺν Θεῷ τὸ “With God the given stichera- 
παρὸν στιχηράριον᾽ κατὰ rion was completed in the month 
μῆνα αὔγουστον τῆς τρίτης Of August, on Indictos 3, in the 
ἰνδικτιῶνος τοῦ ἐξακισχιλιοσ-- Year 6873 in the sacred and ho- 


τοῦ ὀκτακοσιοστοῦ ἑβδομη- nourable monastery of Eugenios 
the Martyr, in the fortress of 


κοστοῦ τρίτου, ἔτους ἐν τῆ 
Ρ ᾿ bi Trapezount, protected by God". 


ἁγίῳ καὶ σεβασμίᾳ μονῇ 
τοῦ μεγαλομάρτυρος Εὐγενίου 
τοῦ ἑντὸὸῤΓῪἨ μὲν τοῦ ϑεο- 
φρουρήτου κάστρου Τραπε- 
Codvtoc"!. 

Hence, it is the codex of 13652. 

According to Porphyry Uspensky, " this manuscript was sup- 
plemented with the exposition of notation signs, written by Michael] 
Blemydes; unfortunately, only its beginning was left undamaged, 


1 Benewesux B. Op. cit., 158 - 159. 
2 See: Clark K.W. Checklist of Manuscripts in St.Catherine’s Monastery Mount Sinai. 
Washington, 1952, 12, N 1230. 
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written on one folio ( 280 x 192 ; 220 x 150 ; 22 and 25 lines each 
respectively ). I took it with me..."%. 

Who was Michael Blemydes ? No information about him has 
come down to us. It is even impossible to establish whether this 
Michael Blemydes had some relation to the famous Nikephoros 
Blemmydes (XIIIth c. ), who was a scholar, an outstanding 
politician and a clerygman. 

For the first time the text, imprinted on this folio, was published 
by Porphyry Uspensky himself among his publications of some 
musical manuscripts, which he had purchased in the East*. And it 
was then that he published his own translation of the text by Michael 
Blemydes?. 

Later, when V.Beneshevich was making a list of the books in the 
library of St.Catherine's Monastery, following the notes of Porphyry 
Uspensky, the folio with the text by Michael Blemydes had number 
136 in the files of the famous manuscript collector®. V.Beneshevich 
published it for the second time’. However, it is possible to assert 
that this second publication was done not according to the 
manuscript text, but according to its first publication of 18808. 

Some 25 years later the text attracted the attention of Lorenzo 
Tardo, who published it in his well-known book with a short 
preface’. Tardo's publication repeats word for word the text from 
V.Beneshevich's book, since he could not see the manuscript source 
which had already been in St.Petersburg since the second half of the 
XIXth century. And what is more, L.Tardo, occasionally offering his 
own versions of the most controversial and difficult for compre- 
hension places, based only on the published Greek text. 

Thus, it happened that none of the publishers of Michael 
Blemydes' text, except Porphyry Uspensky, had ever used the 
manuscript itself. Working with the papers of Porphyry Uspensky in 
Petersburg Archives of the Russian Academy of Sciences, I did not 


be 


3 Benewesuy B. Op. cit., 159. 

4 Hopdupuii YVenencxuu. Weppoe myreulecrsve B AQOHCKHe MOHACTBIPH αὶ ΟΚΗΤΘΙ. 
Yacts Il. IIpwioxenne IV. Mocxsa, 1880,113 - 114. 

> Ibid., 87 - 88. 

, vee: Benewesus B. Op.cit., 159. 

’ Ibid., 159 - 162. 
See footnote 4. 

? Tardo 245 - 247. 
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even try to search for the folio with the text by Michael Blemydes. 
for I was sure it had been Jost. 

Reading carefully the papers of the first head of the Russian 
Orthodox mission in Jerusalem, I was anxious to grasp Porphyn 
Uspensky's original personality as a collector of Greek musical 
manuscripts. As for the folio from the Codex of 1365, it had never 
been mentioned since the publication of V.Beneshevich's book. The: 
tragic and violent times came when my compatriots had more 
important things than preservation of ancient manuscripts to worn 
about. And the loss of only one folio could have passed unnoticed 
The whole archives perished in those days, to say nothing of separat: 
documents. 

Sitting at a desk and looking through the papers of Pesphyr 
Uspensky in search of some materials connected with Greek musica! 
manuscripts, | came across a folio. One need not look twice at it to 
understand that it was a fragment of an ancient codex, written in 2 
remarkable and vivid handwriting. This kind of handwriting ἱ 
stamped in your memory and cannot be mistaken for any other 
Having read the first line I understood that I had before me the ven 
folio of the Codex of 1365, which had once been brought to 
St.Petersburg by Porphyry Uspensky!®. 

This remarkable folio is in a rather poor condition. For, as } 
becomes clear from the evidence of Porphyry Uspensky himself (see 
below ), it had been made for a certain codex and was then bound 
to another one. Such "transplantation" could not fail to leave some 
traces on it. Obviously, for some time it had lived "on its own", ow! 
of any codex, which made it even more susceptible to tin: 
destruction. Its edges must have become shabby long ago, and once 
to prevent them from further decay, a new layer of paper was glued 
on it. As a result, the whole ancient folio appeared to be frames 
with a thick layer of paper. It is not improbable that this measure οἱ 
preservation was taken in Porphyry Uspensky's times for in the lowe; 
part of the frame, in the centre and on the right there are two brie’ 
notes, done by the hand of Porphyry Uspensky in black ink. 

In the centre : 


"From the Sticherarion of 1365 in the library 
of the Sinai Monastery ( copied by me )". 


10 Stock 118, inventory 1, 159,f.579 (The Russian Academy of Sciences Archives in 
Petersburg). 
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It results from this that Porphyry Uspensky himself copied the 
text of Michael Blemydes. However, I have not yet found his list. 
Perhaps, it will be possible to find it in future. 

The record on the right: 


"But this folio had been bound here by a book- 
binder, [it is] before 1365. 1 attribute it to the 
ΧΙ century’. 


So, according to Porphyry Uspensky, the folio with the text by 
Michael Blemydes is almost a century. older than _ the 
Sticherarion,which it was bound to later. Yet it is not clear whether 
a single folio had been added to the Sticherarion or the whole text of 
Michael Blemydes had been originally bound to it. In any case, 
when Porphyry Uspensky visited St.Catherine’s Monastery, the end 
of the text had already been lost. 

Preparing the "Petersburg Theoretikon" for publication I had no 
intention to publish the folio, which I discovered in the archives, 
since its contents was already known. I aimed at publishing only 
those manuscripts which had never been published before.But then I 
realized that it would have been an unforgivable mistake. Firstly, the 
subject-matter of the text of that folio is in line with the material of 
the present book; besides, it is also a fragment of Byzantine heritage 
which had found its way to St.Petersburg. Secondly, my deep 
conviction is that it is time researchers had the original of this source 
which is so significant for increasing our knowledge of Byzantine 
musical culture; and it is time to judge it without the help of 
intermediaries ( however prominent they may be ). Thirdly, there 
was another, more personal, reason for doing it. 

The point is that before discovering the original, I had suggested 
a new interpretation of Michael Blemydes' text in my book 
"Byzantine Musicology” ( 248 - 253 ). However, published in 
Russian, it still remains inaccessible to many reasearchers who study 
Byzantine music. Thus, my interpretation has hitherto been 
unknown. 

Having considered all these arguments, I decided to give here a 
short article on this source with its photocopy, supplementing the 
new publication of the text with the necessary comments, which take 
into account both the new interpretation and the specific features of 
the text as such. 


34] 


Blemydes is about. 


First of all, it is necessary to clarify what the work by Michael 


The first publisher of the undamaged fragment, Porphyry 


Uspensky, considered this text to be a certain allegory, where 
notation signs are interpreted as the symbols of the phenomena and 
episodes from the New and Old Testament history. To prove this 
viewpoint he even introduced into the text the graphic representation 
of the notation signs, not recorded in the manuscript ( though 
sometimes they are not correct )!!, and suggested that the readers 
should see certain symbols in their graphic shapes ( the words of 
Porphyry Uspensky are given in modern spelling): “Look at the 
kratemokatabasma, for example: this falling lightning represents, in 
fact, the descension of God in the image of Christ to the people. 
Look at the parakalesma, the xeron klasma, the antikenoma, the 
apostrophos, the elaphron and the gorgon : in the first one you can 
see a half-coiled serpent!”, in the second - a hand with two fingers, 
in the third - a hook, dropped into a water!, the apostrophos is 
placed in such a way, that it indicates someone coming back!4, while 
the elaphron and the gorgon resemble a hand doing what it should 
do, the parakletike looks like fire flames"!>. By this interpretation 
Porphyry Uspensky wanted the reader, after having acquainted 
himself with Uspensky's translation of the Greek text, to start 
thinking in terms of Biblical symbolics. For him Michael Blemydes' 


text was no more than religious allegorical interpretation of the 
graphic shapes of notation signs. 


V.Beneshevich, who published the text after Porphyry Uspensky, 


did not drop a word about its contents. 


L.Tardo prefaced his publication with a short article, where he 


expressed his own viewpoint on the source rather explicitly. 
According to Tardo, this text “will let us penetrate into the 
psychology of the master, who strives to find the mystical and the 


According to Porphyry Uspensky himself, he borrowed them from the book -: 


@unapem (Tymvsiesckuh ΠΜΜΤΡΗΝ Tpuropbesuy ). Μοτορμιβοκη ἢ o630p 
NMecHoMeBLleB H ΠΘΟΗΟΠΘΗΜΗ͂ rpeyecKOK ΠΕΡΚΒΗ. CaHxt-Fletep6ypr 1860. 

The rod of Moses is implied here ( see comment 11 ). 

From the New Testament episode ( see comment 11 ). 

A loan from the apocryphal “Gospel according to St.Jacob” : about Joachim and 
Anna, returning from prayer ( see comment 19 ). 

Πορφωρμῶ YVenencxuu. Wepsoe myteilectBue B A@OHCKMe MOHACTHIPH VM CKHThI, 88 
- 89. 
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symbolical in everything, even where there cannot be any at all"!®. 
Thus, Tardo's interpretation of the text coincides with that of 
Porphyry Uspensky. He mentions, though, Chrysanthos, one of the 
creators of the " New Method", who quoted passages from Michael 
Blemydes' text and connected it with the cheironomia in his own 


book "Θεωρητικὸν Μέγα τῆς Μουσικῆς “ ( though there are 
grounds to believe that Chrysanthos did not know our source; see 
comment 8). However, L.Tardo does not give his viewpoint on this 
idea. Having touched upon the cheironomia but briefly ( in a few 
sentences ), he still ends his preface with the following conclusion : 
“Symbolic interpretations!’ refer to the epoch of decline..., they are 
naive and have nothing in common with the art of melourgy "18. 
Hence, L.Tardo did not refer the contents of Michael Blemydes' text 
to the sphere of the cheironomia. For the cheironomia is an 
important part of Byzantine melourgy. Thus it looks as if L.Tardo 
published this text as a curious incident, bearing no relation to 
music. L.Tardo's book is known to have become popular the 
researchers due to its remarkable material. Yet none of those, who 
studied the mysterious phenomenon of Byzantine cheironomia, ever 
turned to the text of Michael Blemydes. 

In order to prove that the text has considerable potential for the 
study and understanding of the cheironomia, I would like to remind 
the reader, if in brief, the most important information about the 
cheironomia, known at present. 

Judging by the information available to us now, the cheironomia 
had been known in antiquity, long before the existence of Byzantine 
state!?, Among the Egyptian bas-reliefs of the [Vth dynasty (2732- 
2563 B.C.) several pictures of the same kind depicting a musician 


16 Tardo 244. 
 scilicet of notation signs. 
Tardo 244. 

About the cheironomia see : Mocquereau A. Paleographie musicale. Vol.I.Paris, 1898, 
96 - 103; Werner E. The Sacred Bridge. The Interdependence of Liturgy and Music 
in Synagogue and Church during the First Millennium. London, New York 1959, 
108; Welesz E. A History of Byzantine Music and Hymnography. Oxford 1961, 
287; Avenary H. Studies in the Hebrew, Syrian and Greek Liturgical Recitative. Tel 
- Aviv 1963, 7 - 8; Jammers E. Neumen der Cheironomie. Tafeln zur 
Neumenschrift. Tutzing 1965, 21 - 28 ; Stablein B.Das Schriftbild der einstimmung 
Musik (Musikgeschichte in Bildem. Bd. III. Lief. 4}. Leipzig, 1975, 28; Hucke 
H.Die Cheironomie und die Entstehung der Neumenschrift // Die Musikforschung 
1, 1979, 1 - 16; and also the literature given in footnotes below. 
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and "a conductor" sitting in front of him who is showing certain 
signs with his hands, were discovered. Several positions of hands 
were noted: a) a circle formed by joining the thumb and the 
forefinger; b) the palm is opened and all fingers are stretched out; c) 
the forefinger is raised; d) the whole hand is more or less stretched, 
etc.2°, The word "chanter" in the Old Kingdom is known to have 
been written in the same hieroglyphs as the word ‘cheironomer” 
(“chanting with his hands"), and it is only fater, in the Middle 
Kingdom, after 2000 B.C. that they started to be distinguished??. 

In ancient Greece the term  yelpovopia (from χεὶρ - "a hand" 
and νόμος -"a law, a custom") had several meanings. Plato ( Legges 
VIII 830 C ) uses the verb yeipovopsiv in the meaning “to struggle" 
and Pausanias ( Graeciae descriptio II 6, 10, 1 ) uses it when writing 
about the statue of Glaucus, a fistic wrestler, whence the Suidas 
dictionary concluded that "to cheironomize" means "to fight with 
fists" (πυκτεύειν). Another ancient interpretation of the 
cheironomia is connected with dancing, though it is still unclear | 
whether this term denoted a variety of the famous war dance 
"pyrrhiche" (ἢ πυρρίχη ) or “cheironomia"” was another name for 
pyrthiche. Thus, in one of the parts of his writing Atheneus (XIV 
631 C ) speaks of a dance which is called pyrrhiche and cheiro- 
nomia?3, and in another part (X 416 B) he writes that after the 
competition the winner “cheironomized" (ἐχειρονόμησε )24. At the 
same time from the text of Xenophon ( Symposium II 19 ) it 
becomes clear that one did not have to be able to dance, but did 
need to know how to cheironomize. It is not improbable that in such 
cases the cheironomia was understood as hand movements, which 
were indispensable for dancing. Juvenal ( Satyrae V 120) writes that 
dancing is accompanied by the cheironomia, and Pollux (II 153 ) 
even gives definition of it : "To cheironomize is to move hands 


20 See more about it : Hickmann H. Miscellanea musicologica: [I]. Observation sur les 
survivances de la chironomie egyptienne dans le chant liturgique copte // Annales 
du Service des Antiquites de l'Egypte, 49, 1949, 415 - 423; Musikgeschichte in 
Bidern, ed. Besseler H., Schneider M. T.II: Musik des Altertums. - Lief. 1: 
Hickmann H. Agypten. Leipzig 1961. 
Hickmann H. Handzeichen. Altertum und aufSereuropaische Musik // MGG. 5. 
Ξ 1956, 1443 - 1451. 22. Suidae Lexicon, 1122. 

Suidae Lexicon, 1122. 
Athenaei Deipnisophistae, edited and translated by Charles B.Gulick. Vol. II. 
Cambridge 1950, 406. 
Ibid., 158. 
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rhythmically" (χειρονομῆσαι δὲ, τὸ ταῖν χεροῖν ἐν ῥυϑμῷ 
κινηϑῆναι"). In ancient literature a story about Hippokleidos of 
Athens who “cheironomized with his feet" is known ("τοῖς ποσὶν 
ἐχειρονόμησεν")25. Hesychius interpreted the term "cheironomer” as 
"dancer" ("χειρονόμος dpynotme”)°. 
We can see now that all the above-mentioned meanings of the 
term "cheironomia" bear no relation to music. But it would be 
erroneous to claim that ancient Greece did not have its own form of 
musical cheironomia. Greek choir masters were famous for their 
versatile activity. They trained choirs for performances, they guided 
not only choir singing, but dancers’ movements too ( for in ancient 
Greece the choir was dancing ), as well as numerous festival 
processions etc. Therefore it is most conceivable that the 
cheironomia as the system of gestures was widely used in musical 
practice, though, unfortunately, there is scarcely any evidence left of 
the artistic direction of the Greek choir during its performance.I[t is 
true, that Pollux ( II 199 ) writes that "[the word] ‘step’ is used by 
musicians in the meaning of setting one's foot according to the 
rhythm” (βάσις δὲ παρὰ τοῖς μουσικοῖς λέγεται τὸ τιϑέναι 
τὸν πόδα ἐν ῥυϑμῷ")27 which implies the famous ancient method 
of "beating", when the choirmaster accented strong beats, stamping 
his feet ( he often had special shoes, the soles of which produced 
loud sounds when he was stamping), Besides, an inscription was 
discovered, where " a conductor's baton" was mentioned2*. However, 
no more evidence referring to this question is available at present. 
Therefore, it is rather difficult to say something definite about 
musical cheironomia in ancient Greece2?. 


25 Pollucis Onomasticon. Ed.E.Bethe (Lexicographi Graeci, IX), Leipzig 1900, 130. 
Comp.: Herodoti Historia VI 129. 

26 Hesychii Lexicon. Ed. M.Schmidt. Vol. I, Jena 1858, 132. 

7 Pollucis... Op.cit., 89. 
See : Weil H. Etudes de litterature et de rythmique grecques. Paris 1902, 114 - 115. 

29 It is interesting to note that in the treatise of Pseudo-Plutarch “Tepp μουσικᾶς " 
(1135 d 13) for the definition of practical music the term "“cheiroymia” is used 
(χειρουργια - here : “trade”, “skill") which is, like “cheironomia", connected with 
hand movements : “We have more training in practical music” (ἡμεῖς γὰρ 
μᾶλλον χειρουργικῷ μέρει τῆς μουσικῆς ἐγγεγυμνάσμεϑα") (Plutarque. De la 
musique. Texte, traduction, commentaire, précédés d'une étude sur l'éducation 
musicale dans la Grece antique, par Francois Lasserre. Olten, Lausanne 1954, 117). 
It is not improbable that “cheiroyrgia” implied the work of musicians- 
insttumentalists, which was mostly connected with hands. See also Ancient Greek 
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Information about the cheironomia can be found throughout the 
history of Byzantine music. It was already present in the IVth 
century, when Athanasios Alexandria, describing choral singing, 
mentioned " ἃ signalizing leader" ("Evog τοῦ καϑηγεμόνος | 
σημαίνοντος" )39, while the anchoret Pamba speaks with indignation | 
of his brothers who, having secluded themselves in a desert, do not 
try to come nearer to God but "sing songs, regulate echoi, shake 
their hands and stamp their feet" ( "σεόουσι χεῖρας καὶ 
μεταβάινουσι πόδας" )3!; Though the term “cheironomia” is not 
explicitly used in this evidence, it is quite clear that the direction of 
singing with the help of certain gestures, duly arranged, is implied 
here. 

In one of the Vith century sources there is a description of a 
female choir performance under the direction of a woman : "...the 
choir-mistress looked at the chorister who was taking false notes and, 
cheironomizing, rather loudly sang the melody according to the 
melos" (ἢ διδάσκαλος ὑπέβλεπε τὴν ἀπάδουσαν καὶ εἰς τὸ 
μέλος ἱκανῶς ἐνεβίβαζε χειρονομοῦσα τὸν τρόπον" )"2. Georgios 
Kedrenos, a Byzantine chronicler of the [Xth century, writes that 
the Emperor Theophilos ( 829 - 842 ) was fond of singing and "used 
to attend solemn services during feasts to cheironomize there’. 
When the ceremony of liturgy is discribed in the X century 
manuscript of "The Typicon" of St.Sophia's Church in Constan- 
tinople it is stated: "They chant and read 1154 under the guidance of a 
domesticos, dressed in special clothes, who cheironomizes standing 
in the middle, from the ambo" ( "καὶ χειρονομοῦντος ἀπὸ τοῦ 
μὲσου τοῦ ἄμβωνος" )3°. "The Typicon", recorded in the XIIIth 
century, mentions the domesticos, who cheironomizes a troparion" 


reminiscences on this point in the Byzantine source "Διαίρεσις μουσικᾶς" ("The 
Division of Music”), often given in many manuscripts, in RAIC 63, fol. 47 - 47v. in 
particular ( see Part II of the present book, Chapter 2 and the comments to the 
above-mentioned folios). 

30 Athanasii Alexandrini Oratio contra gentes // PG 25, 85 B. 

Gerbert M. Scriptores ecclesiastici de musica sacra potissimum. T.I, 3; see also: 

Wessely O. Die Musikanschauung des Abtes Pambo// Anzeiger der Osterreichischen 

Akademie der Wissenschaften: philosophischhistorische Klasse 89, 1952, 51 - 52. 

Anstaeneti Epistolarum libri I. Edidit O.Mazal. Stuttgart 1971, 25. 

Georgii Cedreni Historiarum compendium// PG 121, col. 1000 Ὁ. 

That is, the text of the service. 

Almumpueecxuu A. ΠΡΟ ΒΗΘ ἥμιμ6 ΠΑΥΡΜΑΡΙΠΜΜ THMUKOHI. Kuve 1907, 243. 
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("yeipovopov τὸ τροπάριον")}6. In other sources the cheironomia 
is also frequently mentioned: "The chanter and the people sing the 
beginning by the cheironomia" ( "τὴν ἀπαρχὴν... ὁ ψάλτης καὶ 
ὁ λαὸς μετὰ χειρονομίας" }}7, “after the third reading we sing the 
troparion of the third echos by the cheironomia" ("peti δὲ τὸ 0 


ἀνάγνωσμα ψάλλομεν μετὰ χεορονομὶας τροπάριον ἦχ. 
ἃ»... 


In one of the West European sources in the record, dated 937, it 
is said that.a choir-master “usually facilitated the efforts of chanters 
with the help of his hand, drawing the melodies of sequences” ( "... 
manum... ad modulos sequentiae pingendos rite levassef' )>°. In other 
words, his gestures were intended to show the melodic movement of 
the piece. In many mediaeval sources the main duty of a choir- 
master was interpreted as directing with "hand and voice": a cantor 
with his hand and voice impels others to harmony " ("Cantores manu 
et voce alios ad harmoniam incitat')*®. 

There exist two fragments on the Cheironomia in Latin, 
published by M.Gerbert*! which are always quoted by the resear- 
chers of West European music*?. However, in reality they deal with 

Byzantine music because their author describes chanting which he 
heard in one of the numerous Greek monasteries in the south of 
Italy, where Byzantine traditions were followed very strictly. Even 
the choir-master is called there in Greek ὁ χειρονομῶν (cheiro- 
nomer). 


36 Ibid. 147. 

Jiqumpueeckuu A. OTMcaHve JIMTYprMuecKMx pyKONMceH, XpaHAL[Hxca B OMGIHO- 

TeKax MmpaBocylaBHoro Boctoka. T.I. Kues 1895, 356. 

8 Ibid., 379, see also 354. 

39 Ekkehardi IV Casus Sancti Gali, 6// Monumenta Germaniae Historica. Scnptorum. 

T I, Hannoverae 1829, 111. 

40 Honorit Augustodunensis Gemma animae I 76// PL 172, 567; see also: 549 C - Ὁ); 

572 B. 

" Gerbert M. Du cantu ... Vol. I, 320 - 321. 

See for example : Kien/e A. Notizen uber das Dirigieren mittelalterlicher Gesang- 
schore// Vierteljahrsschnft fir Musikwissenschaft I, 1885, 163 - 165; Schinemann 
G. Geschichte des Dirigierens. Leipzig 1913, 17 - 18; Haas R. Auffuhrungspraxis 
der Musik. Wildpark - Potsdam 1931, 34 - 35. 

It has already been noticed in the following article: Huglo M. La cheironomie 
medievale// Revue de musicologie, 49, 1963, 159. 
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In the first fragment the ceremony of liturgy is described44. On 
each side of the choir stand three clergymen. In the centre the 
teacher stands, dressed in white, holding a crook in his left hand. 
Raising his right hand he shows how to “measure” and "make up" a 
melody. All chanters follow his hand with their eyes which helps 
them to sing harmoniously. In the second-sfragment the teacher 
stands in the middle of the church, dressed: in his vestment and 
holding a bishop's or an abbot's crozier in his left hand, while his 
right hand gesticulates "according to the knowledge of the neumes”. 

Cheinomia is a phenomenon inherently connected with the 
musical material and with the execution of it. And both are known 
to have been undergoing constant modifications: the music language 
changes, which entails the transformation of musical images, which, 
in turn, cannot but influence the manner of execution, hence the 
cheironomia. According to some sources it was the time when 
“cheironomiai began to be distorted" ( "μετατιϑεμένων τῶν 
χειρονομιῶν" )4°, This was the result of the evolution process in the 
art of music which was quite natural, and the cheironomia could not 
be left out of it. As a result, the old standards of the cheironomia 
were replaced by the new ones. 

Johann Goar, a famous liturgist of the first half of the XVIIth 
century, who was travelling in the East in 1631, gives some details of the 
“cheironomic act" which was still performed at that time and which he 
managed to see:"... the choir-master, visible to everybody, draws various 
figures of melody by means of different movements and gestures of his 
right hand, raising and lowering it, stretching, clenching and spreading 
his fingers"4°. But it is quite evident that it was not the ancient Byzantine 
cheironomia, since by that time it had disappeared from church practice. 
Therefore the words of Cyril of Marmara that "the cheironomia 
remained hidden from us"*” sound more than convincing. 


44 Unfortunately, these descriptions are given in a very poor Latin which does not lend 


itself to precise translation. M.Gerbert called it “barbaric” ( see his book, mentioned 
in footnote 41, 320). A very rough translation of these fragments was done by Oscar 
Fleischer: Fleischer O.Ueber Ursprung und Entzifferang der Neumen. Leipzig 1895 
(Neumen-Studien I ), 37 - 38. 

See : Codex Lavra 1656 (Tardo 220 ), Codex Jerusalimitanus 332 ( Rebours 305 ); 
see also fol. 45 v. of RAIC 63 ( see Part II of the book ). 

Goar J. Εὐχολόγιον sive rituale Graecorum, Parisiis 1647, 435. 

See fol. 6 v. of RAIC 63, and also comments 10 and 11 to the treatise of Cyril. 
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What were the viewpoints are found in Byzantine musical theory on 
the cheironomia? 

In the treatise of the Pseudo-Damascene ( see Part II of the present 
book ὃ) the following definition of the cheironomia is given : 

"Xeipovopia ἔστι νόμος “Cheironomia is a law, handed 
παραδεδομένος τῶν ἁγίων down to us by the Holy Fathers, 
πατέρων τοῦ te ἁγίου Κοσ- St.Kosmas and St.John of Da- 
ua τοῦ ποιητοῦ καὶ τοῦ Mascus among them. When the 
ἁγίου Ἰωάννου τοῦ Δα- voice of the one who is going to 
chant joins, immediately the chei- 
ronomia starts} in order to 
display the melody". 


μασκηνοῦ. Ἡνίκα γὰρ ἐξ- 
ἔρχεται ἥ φωνὴ τοῦ μέὰά 
λλοντος ψάλλειν τι, παραυ-- 
τίκα καὶ ἡ χειρονομία, ὡς 
ἵνα παραδεικνῦῃ ἢ χειρονο-- 
μία τὸ μέλος ““5, 

According to Byzantine tradition the creation of the cheironomia is 
ascribed to St.Kosmas of Matuma and StJohn of Damascus. As concems 
the interpretation of the cheironomia as " a Jaw”, it is more likely to be the 
result of interpreting the term itself ( the second part of which is the word 
νόμος - “a law"), rather than the essence of the phenomenon. Two ideas 
are clearely seen in the given definition: the inseparable connection of 
chanting with the cheironomia and the faculty of the latter to indicate a 
melos. A similar view 1s expressed by Gabriel ( 52, 154 - 155 ): " In the art of 
chanting nothing can be chanted argeement agreed with the cheironomia " ( 
"οὐδοτιοῦν γάρ ἔστι δυνατόν εἰπεῖν τινὰ δίχα χειρονομίας ἐν τῇ 

ψαλτικῇ “.). Thus, the cheironomia was an indispensable component of the 
whole musical art of chanting. 

It is clear that cheironomic gesticulation aimed at several things. The 
cheiromer was to show the beginning and the end of chanting. His*duty was 
also to show the chanters the necessary mode tonality ( ἦχος ) and, of 
course, his gestures determined the tempo of the execution, expressing the 
peculiarities of its dynamics. We do not know what methods were used in he 
Middle Ages to succeed in achieving all this. But it was obviously not 
impossible. For such guidance of a choir is akin to what a modem 
conductor does with his orchestra. It is about this aspect of the cheironomia 
that Gabriel writes ( 72, 390 - 74, 396 ): 


48 ! 
ee Lavra 1656 ( Tardo 226 ), Codex Jerusalimitanus 332 ( Rebours 8 ), RAIC 
s fol. 47v. 
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"el μὴ ἦν Hh χειρονο- 
μία, παμφωνία ἐγένετο ἂν 
2 ! ὼ 3 f 
AA OD συμφωνια. Ere. 
yap ἅπαντες οὐκ ἄλλας καὶ 

ai 4 \ 
ἄλλας λέγομεν φωνὰς 
GAA τὰς αὐτὰς πάντες, 
συνέβαινεν ἄν τὸν μὲν 
προλαμβάνειν τὸν δὲ ἔπε-- 
σϑαι, καὶ τὸν μὲν ἔσω 

Ῥω ' a 

tov δὲ ἔξω λέγειν, εἰ μὴ 
ἦν τι τὸ ὀδηγοῦν πάντας 

-- "» a ‘ 
συμφωνεῖν. Τοῦτο ὃ ἐστὶν 


ἢ χειρονομία: πρὸς γὰρ τὴν 
δομεστίκου χεῖρα ἅπαντες 
ἀποβλέποντες συμφωνοῦμεν *. 


if there were no cheiro- 
nomia there would be noise but 
not harmony. For even when we 
all chant not the different intervals 
but [perform] the same, then, if 
there were not something guiding 
for everybody to chant in harmo- 
ny, then it would happen so that 
one would go ahead and another 
would be late, one would sing 
higher and another would sing 
lower. This is what the cheiro- 
nomia exists for. For we _ all, 
looking at the hand of the domes- 
ticos sing in harmony’. 


At the same time some sources provide the evidence which may be 
interpreted in such a way that with the help of the cheironomia even 
such details of execution as indicating the intervals to be chanted were 


delivered to chanters. Thus, 


for example, Nikolaos Mesarites, a 


Byzantine writer and statesman of the turn of the XIth-XIIth centuries, 
recollecting the High School of Constantinople which belonged to Saint 
Apostles’ Church, writes that he met there some chanting youths: 


οὗτοι καὶ 


"Νωμώσιν χεῖ- 
pa πρὸς φωνῶν καὶ ἤχων 
ἐξίσωσιν τὸν ἀρτιμαϑῆ χε- 
ραγωγοῦσαν οἷον τοῦ μὴ 


τοῦ συντόνου ἐξολισϑαίνειν 
κἀκ τοῦ ῥυϑμοῦ καταπίπτειν 
μηδ᾽ ἐκ τῆς συμφωνίας 
ἐκνεύειν καὶ διαμαρτάνειν 


τοῦ ἐμμελοῦς". 


"They guide [chanting] direc- 
ting the beginner with their hands 
through intervals and echoi, so 
that he could not slip out either of 
the pitch, or of the rhythm, so 
that he could not deviate from 
harmony or make mistakes in 
chanting”. 


49 Cited by the edition : Heisenberg A. Grabeskirche und Apostelkirche. Zwei Basiliken 
Konstantins. Untersuchungen zur Kunst und Literature des ausgehenden Altertums. 
Teil 2 : Die Apostelkirche in Konstantinopel, Leipzig 1908, 20 - 21. I translated 


» 


πρὸς φωνῶν καὶ ἤχων 


as “by intervals and echoi", considering the meaning, 


which those echoi used to have in Byzantine sources on musical theory of musica 
practica. As to whether it is true or not, see further exposition of the material of the 


present chapter. 
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It can be understood from the above mentioned rendering of the 
sources, published by M.Gerbert ( see footnotes 41 and 44 ), that 
following cheironomic gestures, the chanters sang by degrees one fifth 
up and one fifth down. And, finally, in a series of manuscripts, as we 
have already seen, it is stated that the cheironomia shows μέλος, but 
since even the most simple melos consists of a series of intervals, such 
statements supposedly claim that with the help of the cheironomia 
certain intervals were indicated. However, this interp-retation is 
obviously erroneous. And it is enough to clarify some cheironomic rules 
to see that this is so. First of all, among the interval signs only the bodies 
were cheironomized, while the spirits were cheironomized in accordance 
with the bodies they had been set with, forming special conjunctions of 
neumes. Gabriel writes about this (52, 149 - 162 ): 

“Enel γὰρ τὸ ἴσον, τὸ ὀλίγον, ἣ " For the ison, the oligon, the 
ὁξεῖα, ἣ πετασϑή, τὸ κούφισμα, τὸ Petasthe, the kouphisma, the pe- 


πελασϑόν, τὰ δύο κεντήματα τού- laston, the dyo kentemata - each 


τῶν ἕκαστον ἰδίαν ἔχει χειρο-- of them has its own cheironomia, 
« while the kentema and the hypsele 


νομίαν, τὸ δὲ κέντημα καὶ ᾿ A, 
ne οὐκ ἔχει᾽ ne δὲ ὅτι 5 Sore mavens, pirratlanty sete 
ie ‘o τ΄, _ apostrophos and dyo joint [apost- 
ἀποστρΟφος aae one ΩΝ δι; rophoi] have their cheironomia 
ἰδίαν ἔχουσι χβιρονομίαν, τὸ δὲ WHE the  elanhron and the 
ἐλαφρόν ΣΝ χαμηλῆ ΟὐΚ δχξὶ, chamele do not. But it is neces- 
AAA ἔστι χρεῖα καὶ ταῦτα XELPO— sary that they also should be chei- 
νομεῖσϑαι. Οὐδοτιοῦν. γὰρ ἔστι ronomized. For in the art of 
δυνατὸν εἰπεῖν τινα Styx χειρο-- chanting nothing can be chanted 
νομίας ἐν τῇ ψαλτικῇ ἤνωσαν without agreeing with the cheiro- 
ταῦτα καὶ μεταδεδώκασι τὰ nomia. The signs are joined and 
ἔχοντα τὴν χειρονομίαν σημάδια those having cheironomia com- 
τοῖς μὴ ἔχουσι, Kai τοὐτῷ τῷ municate [it] to the ones without 
τρόπῷ ἔχουσι πάντα χειρονο-- It, and thus all [the signs] are 
μεῖσϑαι. Opdpev γὰρ ὅτι ὁπόταν cheironomized. For we see that 
συντεϑῇ μετά τινος τῶν ἕξ τούτων when the kentema and the hypsele 
σι ee ἢ Gwar, are combined with | any of these 
er a i six signs, they are cheironomized 
ae , by the cheironomia of the sign 
ρονομῖαν, ἣν ἔχει TO σημάδιον placed together with them. They 


μεθ ϑϑ εχἰψρυνεῖται δὲ κατὰ are sung according to the interval, 
τὰς φῶνᾶς ἄς ἔχει TO κέντημα NN indicated by the kentema and the 


" 


Ovni hypsele". 
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Thus, a cheironomic gesture was intended only for the intervals 
indicating the movement upwards by a second or downwards by a 
second. Hence, the intervals exceeding a second could not be 
cheironomized. . 

But that is not all. As could be seen from the last sentence of the 
above-mentioned quotation, the kentema and the hypselé are 
chanted in accordance with their own intervals by thirds, 
notwithstanding the gesture which refers to the bodies,(that is, to the 
Signs indicating a step by a second ). So the cheironomic gesture, 
allegedly showing a second, does not prevent the kentema and the 
hypsele from being executed by thirds. 

And what is more, the bodies which were to indicate the step by 
a second, were cheironomized differently. As we already know from 
Greek 239 ( fol. 20 v. ) “the oligon is cheironomized in its own way, 
so is the oxeia, so are other [bodies] ". The similar statement can be 
found in the treatise of Gabriel ( 48, 104 -106 ). This proves that one 
and the same interval was to be shown by the different gestures. 
Therefore nothing else is left to do but to draw a fairly definite 
conclusion: the cheironomic gestures, corresponding with the bodies, 
indicated not an interval but something else. About it in "The 
Hagiopolites" ( Raasted 32 ) we find: 


"To δὲ ὀλίγον ἔχει φωνὴν μίαν, 
ὁμοίως καὶ ἡ πετασϑὴ καὶ ἡ 
ὀξεῖα. ἀποροῦσι δέτινες, τί 
δήποτε οὐχ ἕν ἐτέϑη σημάδιον 
ἔχον μίαν φωνήν, ἀλλὰ τρία 
ἔχοντα ἀνὰ μίαν φωνήν, 
καΐτοι τὸ ἕν ἤρκει «ἂν» ἀντὶ 
μιᾶς φωνῆς πανταχοῦ, πρὸς ov 
λέγομεν, ὅτι διαφοραὶ εἶσι 
φωνῶν᾽ ἣ μὲν ὀξεῖα, ἢ δὲ 
ὁμαλῆ, 7) μέσον τούτων. ἕνεκεν 
τῆς φωνῶν διαφορᾶς ἐτέϑησαν 
καὶ διάφορα σημάδια᾽ οὐ 
μόνον δὲ διὰ τοῦτο, ἀλλὰ καὶ 
διὰ τὴν ἐναλλαγὴν τῆς 
χειρονομίας". 


"The oligon has one phone, so 
do the petasthe and the oxeia. 
Some wonder why a single sign 
was not created to indicate one 
phone, but three [signs], indica- 
ting one phone [were set], though 
one {sign would be] enough any- 
where [to indicate] one phone. 
We tell them that there are diffe- 
rences [in the execution] of pho- 
nai. Among them one [may be] 
sharp, another one [may be] 
quiet, and the third one [may be] 
moderate. Different signs were 
created owing to their differences 
in phonation.But not only because 
of this but [also] owing to the 
change of the cheironomia". 
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So cheironomic gestures indicated not an interval but the manner 
of execution of that interval step and its rhythmic organization. If it 
had been the other way round, it would have been possible to record 
a chanting piece by cheironomia. In fact, knowing the system of 
cheironomic gestures and understanding their meaning, the interval 
value of every gesture could have been recorded in writing, thus 
representing the whole chant in the manuscript. We can cite here a 
remarkable text by Gabriel ( 100, 705 - 102, 723 ), who, though well 
aware of all potentials of the cheironomia, still carries out the 


following experiment: 


“Ἔγωγε δὲ καὶ ἀπὸ μόνης 
χειρονομίας ἀπήτησα αὑτὸν 
τέλειον ψάλτην γράφειν, λα-- 
βόντα μόνον πρῶτον τὸν ἦχον, 
ἀλλὰ τοῦτο γίνεται μὲν ὀρϑῶς 
κατά τε τὰς φωνὰς καὶ τὸν 
ἤχον, οὗ μὴν δὲ κατὰ τὸν σκο-- 
NOV τοῦ χειρονομοῦντος. Καὶ ἣ 
αἰτία ἐστὶν ἤδε᾽ ἐπεὶ γὰρ ὁ ἀπό- 
στροφος καὶ ἣ χαμηλὴ κατὰ μὲν 
τὴν χειρονομίαν εἰσὶ ταὐτά, 
διαφέρουσι δὲ κατὰ τὰς φωνάς, 
ὁ μὲν γὰρ ἀπόστροφος ἔχει μίαν 
φωνήν, ἡ δὲ χαμηλὴ τέσσαρας, 
ἀλλὰ καὶ αἱ τρεῖς καὶ αἱ δύο 
φωναὶ αἱ κατιοῦσαι τὴν τοῦ 
ἀποστρόφου ἔχουσι χειρονομίὰ 
av, ὁ γράφων ἀποβλέπων πρὸς 
τὴν χειρονομοῦσαν οἶδε μὲν ὡς 

κατιοῦσαν ἤ κατιούσας φωνὰς 
λέγει, τὸν δὲ ἀριϑμὸν ὁπόσος 
ἐστιν οὐκ οἶδε. Καὶ τοῦτο ποιεῖ 
τὴν σύγχησιν᾽ ἐπεὶ εἰ ἥδει καὶ 
τὸν ἀριϑμόν, ὀρϑῶς ἄν ἔγραφεν. 


23 3aKa3 N° 2443. 


"It is demanded that a perfect 
chanter should record it [that is, 
melos| only by the cheironomia, 
taking only the first echos. But it 
turns out right [when the melos is 
recorded] in accordance with the 
intervals and the echos, but not 
[when it is recorded] by the wish 
of the one who cheironomizes. 
And the reason for this is the 
following : the apostrophos and 
the chamele are the same in 
cheironomia but differ in inter- 
vals. The apostrophos has one 
phone, while the chamele has 
four. However, three and two 
descending phonai also have the 
cheironomia of the apostrophos. 

He, who records [the melos] 
watching the cheironomer, sees 
hisn singing some descending 
phonai, but cannot see what their 
number is. And this leads to 
confusion, for if he saw the 
number [of phonai] as well, he 
would record them correctly. 
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Τὸ ὅμοιον δὴ συμβαίνει καὶ 
ἐπὶ τῶν φωνῶν τῶν ἀνιουσῶν᾽ 
καὶ γὰρ ἡ ὑψηλή, ὡς εἴπομεν, 
καὶ τὸ κέντημα χειρονομίας 
ἰδίας οὐκ ἔχουσιν ἀλλὰ χειρο-- 
νομοῦνται ἥ μετὰ τῆς πετασϑῆς 
ἤ μετὰ τοῦ ὀλίγου ἤ μετὰ τῆς 


a ot 


The same happens to the 
ascending intervals. For, as we 
have said, the hypsele and the 
kentema have no cheironomia of 
their own but are cheironomized 
either by the petasthe or by the 
oligon, or by the oxeia. Hence, 


he who records [a chant] sees the 
cheironomer who shows _ the 
petasthe or the oligon, or the 
oxeia by the cheironomia, but 
does not know whether this 
cheironomia implies two or three 
or four or more phonai. For this 
reason no one can follow the 
cheironomer's intention [in chan- 
ting intervals} ". 


ὀξείας ἤ μετὰ ἄλλου τινὸς 
συντιϑέμενα. Λοιπὸν ὁ γράφων 
ὁρᾷ τὸν χειρονομοῦντα πετασ-- 
ϑὴν ἤ ὀλίγον ἤ ὀξεῖαν ὑποδει-- 
κνῦντα τῇ χειρονομίᾳ, οὐκ οἷδε 
δὲ μίαν ἤ δύο ἤ τρεῖς ἤ τέσσα-- 
pac ἤ πλείονας φωνὰς ἔχει 
αὕτη ἡ χειρονομία᾽ διὰ γοῦν 
τὴν αἰτίαν ταύτην οὐ δύναταί 
τις ἀκολουϑῆσαι τὸν σκοπὸν 
τοῦ χειρονομοῦντος"“. 


This text by Gabriel is clear enough to require no further comment. 

Thus, the cheironomia helped to render the manner of execution of 
separate fragments of a musical form which sometimes may have been 
rather short. At times, though very seldom, the cheironomia could even 
“prompt” the emotional nuances of certain interval steps. It could also 
set the rhythmic features of music movement, its dynamic aspects and 
tempo. All this was performed by the cheironomia of the bodies and 
great hypostases. Therefore, the above-mentioned evidence which 
supposedly gave rise to interpreting it in favour of "the interval 
cheironomia", should be considered either as a misunderstanding of the 
data or as an obvious delusion of those, whose evidence we have been 
citing. Generally speaking, we should not forget that nearly all the 
evidence we have at our disposal now was received from the people who 
were very far from professional chanting. So it is littlke wonder that, 
looking at the cheironomer, one of them could think that the latter was 
drawing a melody line with his gestures, while another one was sure that 
the protopsaltos was showing each interval, thus giving the pitch level of 
every sound ( though this is practically impossible, since no tempo, 
however slow it may be, would provide the gesticulation so minute, to 
say nothing of the chants with highes tempo). Hence, if it is stated, for 


example, that "the cheironomia shows melos” it means only that the 
cheironomia shows the character of phonation°®. As to πρὸς φωνῶν of 
Nikolaos Mesarites, we can draw a conclusion ( bearing in mind that he 
was not a musician ) that he either did not use φωνή in the meaning 
of" an interval “ or " a degree “ ( as professional musicians did ), or had 
a very vague idea of the true essence of the cheironomia, judging about 
it by his own impressions, which were often based on some superficial 
notions. 

Our present knowledge of Byzantine cheironomia is but a small part 
of its theory and practice. Much of it still remains a mystery. Therefore, 
any new sources of information on this problem can hardly be 
overestimated. And the treatise by Michael Blemydes is one of such 
sources. 

Returning to the folio of his work in the archives of Porphyry 
Uspensky, it should be specified that the treatise had been intended for 
use in the training practice in churches and monasteries. It 
predetermined the peculiar way of setting forth the material which was 
to help the future chanters to master and lear cheironomic gestures. 
The comparisons and parallels given in the text were borrowed from the 
Bible, for Biblical images were very popular and most well-known in 
that milieu. 

In the fragment, which has survived, all questions are asked in two 
forms : "Eig τύπον τίνος χειρονομεῖται..." ("By the sign of what are... 
cheironomized") or "Ti τύπον deikwieu..."(""What sign shows... 2"). And 
in the usage of these forms no regularity can be traced. They are 
obviously interchangeable and sometimes even supplement each other ( 
for example, "...eig τύπον τίνος χειρονομεῖται; Δεικνύει... " ). 

The analysis of the text shows that cheironomic gestures were based 
either on graphic representation of signs or on the illustration of their 
etymology, trying to reflect in a gesture the semantics of the name of a 
certain sign. 

Acquainting himself with the present source, the reader should not 
forget that the cheironomia is a means of the direct contact of 


» 


Ὁ Αἱ one time 1 analysed the term μέλος in Ancient Greek sources on musical theory 
and found oyt that this word had had at least 4 meanings ( see: [epyman E. 
AHTHUHOe yueHve Ο Mestoce, 114 - 122 ). It would be very interesting to analyse 
μξλος in Byzantine sources on musica practica as well as in all sources dealing with 
the cheironomia. 
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domesticoi and protopsaltes with chanters. Its specific features always 
depended not only on the musical matenal ( it has already been 
mentioned above ), but on the unique artistic manner of each choir- 

master and, of course, on the professional quality of the choir itself, as 

well as on its professional culture. Thus, it would not be reasonable to 

think that cheironomic gestures were everywhere and always the same. 

Quite the contrary. Following some general principles each master 
added his own individual features to them, and at times they may have 
differed greatly. Hence, the information recorded in the work of 
Michael Blemydes should be considered as a variant of the systems of 
cheironomic gestures, popular at that time. 

And, finally, the essential part of the cheironomia practical technique 
simply could not be reflected precisely in writing. To record 
cheironomic gestures is as difficult as to record, for example, dancing 
movements. For it is next to impossible to descnbe any movement in 
minute details so that it could be repeated with the utmost accuracy. It 
is especially difficult when the one who is recording has no special 
method of doing it, and when the one who is reading this record has 
never seen the movements descnbed. 

All that has been said above confinns our wish to study cheironomic 
gestures through the written records. One should constantly remember 
this when reading the fragment of Michael Blemydes’ wnting. 

If we take into account the allegorical way of descnbing gestures, 
suggested by the author, it will become clear that our possibilities of 
understanding them are rather limited. Our success depends of many 
factors: how close their description is to reality, how allegorical the 
description of a gesture is, and how close each of us can approach to 
understanding a real gesture through allegory and the imperfection of 
description. The obstacles are numerous yet no other ways and means 
have been found so far?!. 


31. My intention to give the text by Michael Blemydes in its manuscript vanant like all 
other preceding texts, so that each manuscript line would correspond to the printed 
one, has come across an insurmountable obstacle. The point is that the manuscript 
is written in a minute handwniting with frequent abbreviations. In the process of 
“deciphering” them the length of the line sometimes reaches 125 signs, thus making 
it impossible to limit the line by the width of a page. Therefore | hid to “ break ” 
the manuscript line and give it in bits. However, the numeration of the text will 


help the reader to have a precise idea of the beginning and the end of manuscnpt 
lines. 
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Codex Petropolitanus Archivi Academiae 


Scientiarum Rossiae 
(Thesaurus 11, descriptio 1, N 159, fol.579) 


᾿Αρχὴ σὺν Θεῷ τῶν σημαδίων ἑρμηνευομένων Kad? 
ἕκαστον: ποιηθὲν παρα «τοῦ» 
σοφωτάτου κυροῦ Μιχαὴλ τοῦ Βλεμίδου. Ἐρώτησις͵ 
Τὸ ἶσον εἰς τίνος τύπον 
χειρονομεῖται ᾿Απόκρι(σι) Εἷς τύπον τῆς ‘Aylac 
Τριάδος καϑώς ἐστὶν ἡ ᾿Αγί(α) Τρίας, «τὰ» 
τρία ἕν᾽ καί οὔτε ὃ Πίατ)τὴρ μεῖζον κατὰ τὴν 
τῆς Θεότητος ovciav οὔτε ὁ Υἱός οὔὕ- 
τε τὸ “Ayiov Πν(εῦμδρα οὕτως φωνεῖται καὶ τὸ 
ἶσον, συγκειμένων καὶ τῶν Sa<K>— 
τύλων᾽ Ἐρώτησις Τὸ ὀλίγον, εἷς τύπον τίνος 
χειρονομεῖται ᾿Απίόκρισις) Εἷς 
τύπον χειρονομεῖται, τῆς χειρὸς τοῦ Κ(υρίο)υ 
εἰπόντος τοῖς μαϑηταῖς βάλλετε εἰς 
τὰ δεξιὰ μέρη τοῦ πλοίου, τὸ δίκτυον, καὶ 
εὑρήσετε:  Ἐρώ(τησι), ἫἫ d&sta 
εἰς τύπον τίνος χειρονομεῖται ᾿Απίόκρισις) Εἰς 
τύπον τῶν ὀξέων δοράί(των), 
ἤ ὡς τοὺς ὀξεῖς ἤλους μιμεῖσϑαι᾽ Ἐρώ(τησι) ‘H 
πετασϑή sic τύπον τί- 
νος χειρονομεδῖται; ᾿Απίόκρισις) Εἷς τύπον, τῆς 
χειρὸς τοῦ Κί(υρίο)υ᾽ εἰπόντος πρὸς 
τὸν παράλυτον᾽ ἄρον cov τὸν κράββατον καὶ 
περιπάτει. Ἐρώ(τησις) Τὸ 
κούφισμα, εἷς τύπον τίνος χειρονομεῖται᾽ 
᾿Απί(όκρισις) Εἷς τύπον τῆς νεφέ-- 
Ano τῆς ἐπισκιασάσης τὸν Κί(ύριο)ν εἰς τὴν 
μεταμόρφωσιν καὶ δεικνύει 
διὰ τῶν δακτύλων τοὺς τρεῖς τὸν Χ(ριστόν) τὸν 
Μωυσῆν καὶ τὸν “Hiiav. Ἐρώίτησις) Ἢ 
διπλῆ τί τύπον δεικνύει ᾿Απί(όκρισις),͵ ὉὙποδεικνύει 
τὴν χεῖρα τοῦ 
Κ(υρίογυ᾽ διδάσκοντος τοὺς Ἰουδαίους καὶ λέγων 


ch 


Iv. 


18. 


19. 


11. 


2. 


αὐτοῖς τὰ ρήματα ἅ ἐγὼ λαλῶ, 
ἀφ᾽ ἐμαυτοῦ οὐ λαλῶ ἀλλ᾽ ὁ πέμψας με 
Π(α)τ(ήγρ ἐδείκνυεν τοὺς μὲν 
τρεῖς. δακτύλους τοὺς ἱσταμένους, τὴν ϑίε)ότητα᾽ 
τοὺς δὲ κυφοὺς τὴν ἀνϑρωπότηςτα». 
Ἐρώ(τησις) Τὸ κρατημοκατάβασμαν, τί τύπον 
δεικνύει ᾿Απί(όκρισι) Τύπον 
δεικνύει, τῆς πρὸς ἡμᾶς συγκαταβάσεως τοῦ O(co)d 
ὄς κατελϑὼν ἀπ ᾿«οὐρανοῦ καὶ» 
σαρκωϑεὶς ἐκ τῆς ‘A(yia)c Παρϑένου γέγον(εν) 
ἄν(ϑρωπ)ος καὶ κατελϑὼ«ν εἰς τάφον» 
ἀνέστησεν τοὺς τεϑνεώτας καὶ τῶν κόλπων τῶν 
πί(α)τρικῶν οὐχ ὑπελείφϑη. 
Ἐρώ(τησις) Ἢ παρακλητική, τί τύπον δεικνύει᾽ 
᾿Απ(όκρισις) Δεικνύει τὴν ἀνϑρακιάν᾽ 
τὴν ἐν τῇ ϑαλλάσῃ Τιβεριάδος καὶ τὴν τοῦ 
Χ(ριστο)ῦ - κλῆσιν ἤγουν τὸ, δεῦτε ἀρι-- 
στήσατε. Ἐρώ(τησις) Τὸ παρακαλέσμαν, τί δεικνύει᾽ 
ῬΑ πίόκρυασις) Asi— 
κνύει τὴν ῥᾷβδον τοῦ Μωυσέος, τὴν γεγονυῖαν 
ὄφιν᾽ Ἐρώ(τησις) Τὸ πεταστόν, 
τί δεικνύει ᾿Απίόκρισις) Δεικνύει τὴν χεῖρα τοῦ 
ἀγγέλου, εἰπόντος τοὺς ποι-- 
μένας᾽ διέλϑατε ἐν τῇ Βηϑλεέμ, καὶ εὑρήσητε 
παῖδα EOTAPyAVa— 
μένον᾽ οὗτος ἐστὶ Χ(ριστὸ) ὁ Θ(εό)ὴς ἡμῶν ἜἘρώ- 
(tno1c) TO κράτημα, τί τύπον δεικνύει « ᾿Απόκρισις > 
Δεικνύει τὴν χεῖρα τοῦ βαπτιστοῦ διὰ τοῦ 
κρατήματος καὶ λέγονται ἴδε ὁ ἀμνὸς 
τοῦ Θ(εογῦῦ ἘδἘρώ(τησις) Τὸ ἀπόδερμαν, τί τύπον 
δει(κνύει). ᾿Απ(όκρισις) Τύπον δει(κνύ)γει τῆς σκηνῆς 
τοῦ μαρτ(υ)ρίου). Ἐρώ(τησι) Ἢ βαρεῖα 
εἰς τύπον τίνος χειρονομεῖται ᾿Απί(όκρισις) Εἰἷς 
τύπον, τῶν τὰ op(tia) βασταζόντων καὶ <.. > 
ὁδὸν ἀνιόντων καϑὼς οἱ τῶν 
γραμματέων φάσκοντες. ὅτι ἄν(ϑρωπ)ος περιπατῶν 
κυφός, μιμεῖται τὴν ὀξεῖαν καὶ ὃ οἰνισχευτικὸς 
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24. Ἔρώ(τησις) Διὰ τί λέγονται ἡμίτονα 
‘ ᾿Απί(όκρισις) <.....> τελοῦσιν ἀκραίως τὴν tod τόνου 
ἐπίβασιν. Ἐρώ(τησις) 
25. Πόσα πνεύματα ᾿Απίόκρισις) δ΄. Ἐρῴίτησις) 
[Alto ποῖα δὴ ταῦτα᾽ ᾿Απίόκρισις) ἙΕὕρυς ὑψυλῆς 
καὶ χαμηλῆς 


llepepon 


C bozom, co3daHHoe myOpeuwum 
Muxaunom Bnaemudom! 
Hauano 3HaKoe [nee4ueckoezo ucKyccmea J, 
OOS6SAICHACMbIX NO OMIOeNbHOCMU. 


Bonpoc: lo 3Haky 4Yero XHPOHOMMpyeTcsA HCOOH? 

Omeem:. \lo 3Haxy (ἸΒατοῦ Tponubl. Ilono0HO TOMy, Kak 
Cesataa Tponlia aABNaeTca TpveqHHOM, WOO πὸ cyTH 6oxe- 
CTBEHHOCTM HH Orrell, HH CpbIH, HH (ἸΒσετοῦ Jlyx He NpeBoc- 
XOMAT ΠΡῪΤ Wpyra; Tak MoeTcsA M MCOH, Kora ΠΆΠΡΙΙΒΙ coxKe- 
HBI-. 

Bonpoc: Ilo 3Haky 4Yero XAPOHOMMpyetcs! ONMTOH? 

Omeem: OH xMpoHOMMpyeTca Mo 3Haky pyKu [ocnoga, 
CKa3aBLUero CBOHM y4eHNKaM: “3aKWMHbTe ceTb NO MpaBy}o CTO- 
poHy JIOQKH MW ποΐϊϊμαοτο"". 

Bonpoc: Πο 3Haky 4ero XAPOHOMMpyeTes ΟΚΟῊ 5} 

Omeem:. Tlo 3Haky OcTpbIX ΚΟΠΗΜ, CNOBHO ΠΟΠΡΆΣΚΩΣ ocT- 
PbIM ΓΒΟΞΗΣΜΊ. 

Bonpoc: lio 3Haky “ero XMpOHOMHpyetca ΠΟΤΔΟΤΗ 

Omeem:. Ἰὼ 3Haky pyku Tocmoga, cKa3aBluiero Napasiu- 
30BaHHOMY: “Bo3bM¥ ΠΟΟΤΕΠΡ TBO ἡ ΧΟΠΗ"-. 

Bonpoc: Tlo 3Haky “ero XAPOHOMMpyetcs Kypucma? 

Omeem: Tle 3Haky οὔπακᾷ, oceHs1oulero Tocnogna B [Ipeo6- 
paxeHve. OHO MoOKa3bIBaeTCA TpeMA ΠΔΠΡΙΠΙΏΜΗ, ΟΠΗΠΘΤΒΟΡΞΣ 
Xpueta, Mouces u ἤπμιοῦ. 

Bonpoc: ΚΑΚΟΥ͂ 3Hak MloKa3biBaeT DMM? 

Omeem:. OH MoKa3biBaeT pyky [Tocmoga, HacTaBiisiolWe;ro 
uyneeB HW ropopsulero uM’: “CnoBa, KoTopbie A ropopwo, A ro- 
Boplo He OT ce6s, a oT Orua, Nocnapuiero Mens". OH ποκᾶ- 
3bIBACT COKECTBEHHOCTbh CBOIO ΤΡΟΜΞ BbITAHYTbIMM MasibllaMyH, 
a YENOBCYHOCTD - ΠΟΙΡΚΆΤΡΙΜΜδ. 

Bonpoc: Κακοΐ 3HaK MOKa3bIBaeT KPAaTMMOKAaTaBacMa? 

Omeem: Ona noKka3bIBaeT 3HaK ΗἩΜΟΧΟΠΉΙΠΘΙΟ Καὶ HaM bora, 
KotTopbiH, colmlequimv c He6a MW ΒΟΠΠΟΙΠΘΗΗΡΙΪ BO NOTH OT 
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Cpaton Jlepbl, ΟΥΔῚ YeNOBeKOM MH, comes B rpob, Bockpe- 
CHJI yMeplIMX, HO He Obi ΠΗΙΠΘῊ OTHOBCKOFO JIOHA’. 

Bonpoc. Kako 3HakK MoKa3blBaeT NapaKIMTHKH? 

Omeem: Ona loKa3bIBaeT OTOHb Ha Mope 1 ΗἈΒΟΡΜΆΠΟΚΟΜ Mi 
ΠΡΗΞΒΙῚΒ Xpucta: "Mgure, o6enaiite"!°. 

Bonpoc: το moKa3blBaeT Mapakayiecma? 

Omeem: Ona nokKa3pIBaeT ΧΚ63Π Monces, cTaBuinit 3meem!!. 

Bonpoc: UTo moKa3bIBaeT MeTacTOH? 

Omeem. OH MoKa3bIBaeT pyKy AHfesla, TOBOpAlero NacTy- 
xam: "Waute Β Budreem MW Ηδΐύλδπητ DUTA, 3aBepHyToe B πεπε- 
Hax. τὸ Xpuetoc - bor Β411"}2. 

Bonpoc: Kako 3Hak MoKa3bIBaeT KpaTHMa? 

Omeem: Ona noka3biBaeT pyKy MoaHHa KpectutTens1, yoep- 
*KHBarowe;ro ee Η ropopsiuero: “Bot Arde, boxnit"!. 

Bonpoc: Kakovi 3HaK MoKa3bIBaeT allogepMa? 

Omeem: Ouva noKa3bIBaeT 3HaK CKMHMM ΟΒΗΠΕΤΕΠΡΟΤΒΑ Ι΄. 

Bonpoc: Ilo 3Haky 4Yero ΧΗΡΟΗΟΜΗΡΥΘΤΟΙ ΒΆΡΗ] 

Omeem: Tlo 3Haky MOQHMMAaIOIUMX HOLY CBOW ἢ B3ONpa- 
JOIMXCsH BBEpX Ha BCEM MYTH CBOeM; KaK TOBOPAT cpeqH rpamM- 
MaTHKOB, COTHYBIUIMMcA YeOBeK NoApaxkaeT OKCHH, a ynpaB- 
NAOMI ΠΟΙΠΆΠΡΙΟ NoxpaxaeT o6meyeHHOMy yapeHuio!>. 

Bonpoc: Ylo 3Haky 4ero XAPOHOMMpyTcsa KMJINCMa? 

Omeem: OuHa TloKa3biBaeT cOJIHUe, COBepllalolee MyTbh c 
BocToka Ha 3anaq)°, 

Bonpoc: lo 3Haky “ero XHpOHOMMpyeTcs KCHPOH K1acMa’? 

Omeem: Ilo 3Haky pykuv Tocnoga, OnNarocnoBnmalero NsiTL 
x1eGOB Η HaCbiWlalollero maT Thicsy MozeH!’, 

Bonpoc: Wo 3Haky “ero XMPOHOMUpyeTcaA AHTHKEHOMA? 

Omeem: Qua Moxka3biBaeT ΠΟΠΚΥ, Korma IleTtp OpocaeTr ΕΒ 
Mope HeBOd ἢ pbIOONOBHBIi KploK, 4 Halen crarup!®. 

Bonpoc. Uto noka3biBaeT anocTpod? 

Omeem: ΠΆΡΡΙ Woakuma aust AHHBbI, BOSBPallajowIMxcsl! 13 
XpaMa Nocwe MOAMTBbI Ο Ge3qeTHOcTH ux!?, 

Bonpoc: Uto noka3biBaeT aadpoH? 

Omeem: OH MoKa3bIBaeT 3HaK pyKHW Tocnoga, oTNampEY- 
Balollero x1e6 HW Mepegatousjero ero yieHHKam22, 

Bonpoc: Uto noka3blBaeT McMuducTOoH? 

Omeem: JlecTHully HMakospa, KoTOpylO OH BO3JBMT BO CHe, 
win xe - IIpecsatyto Boropoguny?!. 

Bonpoc: UTo nokKa3biBaeT TOproH? 
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Omeem: OH NoKa3bipaeT 3Hak pyKH MoaHHa Kpectutens, 
panyiolleroca ΠΥΙΠΟΠ ἡ ΠΟΠΕΒΥΠΟΙΠΘΙΟΟΙῚ pyKOH, Kora OH 
KpecTHI XpvcTa. AHaNOrM4HO NoKa3sbipaeTcA WM TPOMMKOH. 
᾿βακμομᾶ xe... Touka. IlycTb sTo 6yneT TeGe... Ten ? HW DyXOB22. 

Bonpoc: CKonbKO CylllecTByeT MOJYTOHOB? 

Omeem. Cemb. 

Bonpoc. Wlouemy OHM Ha3biBaloTcA NowyroHamMH? 

Omeem: Tlotomy 4To onn ΠΟΙΒΟΠΗΤΖ᾽ K TOHY. 


Bonpoc: CKONbKO cyllecTByeT DYXOB? 
Omeem. Uernipe. 


Bonpoc. Kakne onn? 
Omeem....WnicwIM αὶ Xamnnn2*. 


KoMMeHTapHu 


ΙΒ nyOnuxaunn JI.Tapgo - tod Βλεμμίδου, cKopee Bcero, ΠΟ 
ΔΗΔΠΟΙΜΗ c Νικηφόρου Φιλοσόφου tod Βλεμμίδου. 

2 TIpu Πδρθβοπθ 3akKTIOUNTeNbHOH ΦΡρα3Ρ᾽1 Πορῴμηρμῇῆβ Ycnen- 
CKMH 206aBH MU Koe-4TO OT ceba: "... TaK H HCOH MoeTcH pOBHO, 
663 NOBBILICHHA HW MOHYOKEHHA Frosoca, c MOKAaTbIMM MepcTaMn’. 

Muxans ΒΠΟΜΜΠ ΠΗΙΠΘΥῚ O ΧΟΡΟΗΙΟ H3BECTHOM XHPOHOMHYECKOM 
xKeCTe, B OCHOBe KOTOPOTO ObLIH TPH ΟΟΘΠΜΗΘΗΗΒΙΧ "“ypaBHCHHbIx™ 
Mayibua (CM. TakxKe: Χρύσανϑθος ἐκ Μαδύτων. Θεωρητικὸν Μέγα 
τῆς Μουσικῆς, 8210). Tak xupoHoMM4ecKM ΒΟΠΠΟΙΠΆΠΟῚ HOTO- 
ΓρΡαΑΦμ ΘΟ ΚΗ CMbICA HCOHa, OGO3HaYaBLUHH BbICOTHYIO ᾿ΡΟΒΗΟΟΤΒ᾽ 
C ΠΡΕΠΡΙΠΥΙΗΜ 3ByKOM. HyxHo ΠΡΘΠΠΟΠΆΓΑΤΡ, 4TO 3TO ObLI 
HanOonee pacnpocTpaHeHHbIM XHpOHOMMYECKHH CHMBON, COOTHO- 
CHBIIMMcA Cc HCOHOM. OgHaKO Bpaa ΠΗ OH OBbLI BCera OHO- 
THNHBIM. Mmeetcs CBHAeTeNbCTBO, YTO HMHOTMa HCOH ACHOJIHSMICA 
pykKol oT mueya (cM. 1.47 06. PAHK 63 πὶ KoMMeHTapHi 3 Καὶ 3TOMYy 
JIMCTY). 

Kak ΒΗΠΗΟ, 3TO ObIJI CMMHCTBCHHbIM XMUPOHOMMYECKHH KECT, 
MpH3BaHHbIM OTpa3sHTb HHTepBayIbHO-BbICOTHbIe OCOOeHHOCTH 3By- 
YaHHA, ΤΟΙΠᾺ ΚἈΚ BCe OCTaJIbHble yKa3bIBasIM Ha AHHAMHKY HCMOJI- 
HeHHA, EfO ΤΟΜΠ, XapaKTep, HCMONHUTeJIBCKHE ἽΠΤΡΗΧΗ" Η ΤΠ. 

3 TouHaa ΠΗΤΆΤᾺ 93 “Espanrenua or ἤοδηηδ" (21,6). Ee xe 
ΠΡΗΒΟῚ ἡ XpHcaHT ΠΡῊ OMMcaHvH XMPOHOMHYECKOrFO KecTa OH- 
ronHa (Χρύσανϑος ἐκ Μαδύτων. Θεωρητικὸν... 8211). Cyaa no 
Hei, XapaKTepHbIM ΠΡΗΒΗΆΚΟΜ xXecTa ObLIO ABMXKeHHe NpaBor 
pyKH XHpoHoMa, Nogpaxaloulee Hekoemy “Opocky’. 

OopaTHM BHUMaHne, YTO TaKOM KecT He HMeeT HHYeTO ΟΟἸΠΘΓΟ 
c rpa@uKOHW ΟΠΗΓΟΗᾶ —. 

4 He HyxkHo o6sagzaTb Gonbuloh daHTasveii, YTOOLI ΠΡΕΠΟΤΆΒΗΤΒ 
ce6Oe 3TOT ΚΘΟΤ, B OCHOBE KOTODPOTO, G6e3yCNOBHO, JIexKaIO CTpemM- 
JIeHHe OYEPTHUTh B ΒΟΞΠΥΧΘΟ H30OpaxeHNe 3HaKa OKCHH /. 

BmectTe c TeM, H3BeECTHO, UTO XHPOHOMMYECKME XeECTbI, COOTHO- 
CHBIUUIMeCA C KCHAHMOH HW ABOMHOM ΚΟΘΗΠΗΜΟΪ, H300paxaIH YKOJIBI 
( Gabriel 196-197; cm.: KoMMeHTapui 20 kK J[peyu.239). MbicneHHo 
COMOcTaBJIAA TakKWe xKecTbI, CNOCOOHbIe NOAPAkKaTb "“OCTPbIM ΓΒΟ5- 
iM VM "YKOaM", MOXHO COCTaBHTb 6oslee TOUHOE NpescTaBeHHe 
06 ocoOeHHOCTAX KAXKOFO M3 HHX. 
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5 [[uTata 43 “Espanrenmua ot Moanna"” (5,8). Ee Takxe ΠΡΗΒΟΠῊΤ 
XpucaHT ΠΡῊ YMOMHHaHHH O XMPpOHOMMYeECKOM XecTe ΟΠΗΓΟΗΔ 
(Xploavdog ἐκ ΜΜαδύτων. Θεωρητικού.., 8212). Bonne 
BO3MOKHO, ὍΤΟ B HEM y4acTBOBaIH He TONbKO pykKH ("xonn"). Bo 
BCAKOM Cyly¥ae TA y4allMxcad, BHMeEBLUMX 9ΤῸΤ KeCcT, MOACHeHHe 
pH MOMOWH Takoro TeKcTa ΠΆΒΆΠΟ HariagHoe- ΠΡΕΠΟΤΆΒΠΘΗΜΘ o 
HeM HM ΠΟΜΟΙΆΠΟ ero 3aNOMMHAaHMW, HOO B CO3HaHHM NeBYMX OH 
ykKe aCCOLMMpOBayicaA C KOHKPeTHBIM CiOXKETOM. 

fappunn (60, 231-232) ΠΡΗΒΟΠΗΤ wHOe oNnMcaHHe XHpOHO- 
MHYecKOTO xXecTa MeTacTH, KOMa ABYXKEHHA pyKH ynoqoOnAIMch 
B3MaxaM KPpblUia ΠΥΡῚ (CM. KOMMeHTapHit 5 x 1.43 PAHK 63). 
Ctonb pa3JIMYHble XecTh ΠΗ OHOTO WM TOTO Ke 3HaKa - pe3ybTaT 
ΜΗΠΗΒΗΠΥΔΠΡΗΒΙΧ ΟΠΟΟΟΟΟΒ HCNOMHEHNA XMPOHOMMYECKHX XKeCTOB, 
ΗἩΜΘΙΟΙΠΗ͂Χ OHO Η TO Ke 3HadeHne. 

6 ΠΟ cnopaM Taspunaa (60, 233-236), 3Hak ΚΥΦΜΟΜΒΙ O603HaYall 
"nerkoe" 3By4UaHHe, ΠΗΙΠΘΗΗΟΘ rpyObIx aKIIeHTOB (CM. KOMMeHTapHit 
17 κ [peu.239). JIpyrve HCTOUHHKM B TOM Xe ΠΠΔΗ6 ΘΟΟΘΙΠΔΙΟΤ, TO 
"kypucmMa - 3TO ΗΘΤΟ JIerkoe HM B ΧΗΡΟΗΟΜΒΜΗ͂, M B MezOce"; CM.: 
Codex Lavra I 1656 ( Tardo 224 ), Codex Jerusalimitanus 332 
(Rebours 307-308 ), PAHK 63, 1.47. 

CnenopaTeibHO, ΠΡῊ OMMcaHHW XMpQHOMHYecKOrO XecTa ky- 
dbucMBI ΔΗΔΠΟΓΜΗ͂ c O67aKOM M3 H3BeCTHOTO eBaHreNbCKOTO 9ΠῈ- 
gona (Mate 17, 5; Mapk 9, 7; Jlyka 9, 34) BnomHe ecTecTBeHHa. 
PasnuuHble HOMeECTHKM HM ΠΡΟΤΟΠΟΔΆΠΤΕΙ ΠΟ-ΡΆΞΗΟΜΝ 'H306paxaH 
3TO O6NaKO ἡ XapaKkTepHylo JIA HELO ΠΟΙΚΟΟΊΡ. 

7 BesychoBHO, PYKOMMCHOe λέγων ΠΟΙΚΗΟ ObITh 3aMCHEHO Ha 
λέγοντος (TaK αὶ ΠΟΟΤΥΠΗΙ J1.Tapgo). 

8 3necb cOC¢NMHEHbI ΠΒ6 past us “Epanrenua oT MoanHna" - 
14,10 (τὰ ρήματα ἅ ἐγὼ λαλῶ ὑμῖν, ἀπ᾿ ἐμαυτοῦ οὐ 
λαλῶ" ) wu 14, 24 ("..ἀλλὰ τοῦ πέμψαντος pe πατρός" ). 
VintepecHo ΟΥ̓ΜΈΤΗΤΡ, ἯΤΟ XpucaHT ( Xpvoav3og ἐκ Μαδύτων. 
Θεωρητικόν..., 8213) ΟΒΗΞΡΙΒΆΘΥ XMPOHOMMYECKHIT ECT "εἰς τύπον 
τῆς ϑεότητος, καὶ ἀνϑρωπότητος" He c ΠΗΠΠΗ, ἃ C πΒοἥηο 
KeHJHMOH. ΤῸ ΡΔΟΧΟΣΚΠΘΗΜΘ BeCbMa 3HaMeHaTeJIbHO WM MOXHO 
npegqnosaraTh, ἯΤΟ XpucaHT WHOO MMe B CcBOeM paciiops>keHun 
MCTOYHHK, OTIHYaIOUIMHicd MO HEKOTOPbIM COOOMIeHHAM OT TeKCTa 
pykonucw Muxawia Bnemuga, 1460 MpocTto ΠΟΠΡΒΟΒΆΠΟΗ Oolee 
ΠΟΞΙΉΗΜΗ CBHJeTeJIbCTBaMH, ΟΒΙΤΟΒΩΒΙΠΗΜΗ Β Cpeyze MpOTONcasIToB 


Ha pyoexe XVITI-XIX 88. 
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He ucko0yeHo Takxe, 4YTO HeEKOTOpaH OOMWHOCTE B TONKOBAaHHH 
XMPOHOMMYECKHX KECTOB AMMJIM HW TBOMHOKW KeHMMBI 3akMO4aach 
B ocoboH mpuynHe. OOpaTHM BHHMaHHe, ὭΤΟ UW AMIN 47, ἡ 


BOWHaA KEHAMMa \\ COCTOAT M3 ΠΒΥΧ OMMHAKOBBbIX 3IeMeHTOB. He 
ΠΟΤΟΜΥ JIM MHOTMa ΠΡῊ ΟΠΜΟΔΗΜΗ AUX XAPOHOMMYECKHX CHMBOJIOB 
MCNONb30BaJIOCh MpoOTHBOMOcTaBNeHHe AByX "“NMMocTacel" - 6o- 
XKeCTBEHHOHM HW YenoBeyecKOH? Moxert ObITb, TaKMM OOpa30m flepe- 
ΠΆΒΔΠΗΟΒ OGIIHOCTb HW Ρ43ΞΠΗῚΜΟ BHYTpH ΘΠΜΉΟΓΟ Wemoro? 

OxHaKO, eCIM cpaBHHBaTb ΠΡΗΒΟΠΒΙΠΘΟΟΣ y Muxamia Bnemuga 
OMMcaHWe 2KecTa ΠΗΠΠῊ WH M3BeECTHOe HaM OMMcaHWe xXecTa πΒοῦ- 
HOM Ke€HOHMMBI (CM. KOMMeCHTapHii 4), TO BpA ΠΗ MexayY HHMH 
MOXHO OOHapyXHTb 4TO-TO Οὔπιθθ. IlepBEIi M3 HMX, KaK ΒΗ͂ΠΗΟ, 
6b] CBA3€@H CO CMe€HOM ΠΒΥΧ QHKCHDOBaHHBIX TMONOKeHHH Tpex 
ΠΆΠΡΙΘΒ PYKH - MOAHATOTO M COrHyTOrO, a BTOPON Πη1» H306- 
paxan “ykoynr". Jia sTo ἢ ecTeCTBeHHO, TaK KaK ΠΗΠΠῊ HX TBOMHasI 
KE€HIMMa YKa3bIBaJIM pa3IM4YHbie MO CMbICAy CTOPOHbI ACNOMHEHHA 
My3bIKaJIbBHOTO MaTepMaia. 

OHOBPeEMEHHO C 3THM HYXHO OOpaTHTb BHUMAaHNe H Ha Apyroe: 
CCIM MCOH H300paxKasICA TPeMsA “ypaBHeHHBbIMHM ΠΑΠΡΠΆΜΗ, TO ΠΗΠ- 
ΠΗ - ΤΟΜῊ Xe ManbllaMv, HO C ΜΞΜΘΗΞΙΟΙΠΗΜΜΟΣ ΠΟΠΟΣΚΘΡΉΜΗΜΗ 
(BLITAHYTLIM Η COTHYTHIM). 

9 Oxonyanua cTpokK 21 wu 22 ΟΚΑΞΆΠΗΟΡ yYHHYTOKeCHHbIMH B 
ΡΥ̓ΚΟΌΠΗΟΗ 543-38 6yMaxHOM paMKH (CM. BCTYIMTeCIbHBIM OYepK), B 
“KOTOpylo Obl 3ΔΚΠΙΟΊΘΗ ΠΗΡῚ c TekcTOM Muxauna Bnemuga. IIo 
TOH ΚΘ MpMyHHe Mponat Η ΠΟΟΠΟΠΗΜΠ CHOr cNoBa ἀνϑρωπότηται 
ΟΤΡΟΚΗ 19. Wx pexonctpykims coenaHa Tlop@upuem YcneHcKMM ἢ 
TIpesAcTaBIAeTcH ΒΠΟΠῊΘ yOeAMTeIbHON. 

Kak HM3BeCTHO, KPpaTHMOKaTaBacMa - CHHOHMM JA Ha3BaHns 
HeEBMbI KpaTHMOMMOppooH: “..«κρατημοκατάβασμα, ὅ λέγεται 
κρατημοῦὐπόῤῥοον" (Codex Layra 1656 - Tardo 219). 

Jina 3Haka, OO603HayaBIUeroO MOCIeCOBATeJIbBHOCTh ΠΒΥΧ HHCxo- 
ΠΉΙΠΗΧ Ce€KYHI, Obl] COBepllleHHO eCTeCTBeHeH XMpOHOMHMYeCKHx 
*KecT, WWNOCTpupylHUlnH ἩΜΟΧΟΣΚΠΘΗΜΘ. Jina cpeqbl Ke, B KOTOpoK 
ΠΡΟΜΟΧΟΠΉΠΟ obyyeHve, He OLVIO HMYero Mpoliie, ΘΜ accomMn- 
POBaTb 9TOT %XKecT Ο collecTBHeM XpWcta Ha 36ΜΠῚ0Ὸ. KaxabIh xupo- 
HOM MOY HawTH MHOTO- BO3SMOXHOCTeM AIA peasM3allwH Takoro 
*KecTa, ἃ XOPOBOM KOJWICKTHB, MOCTOAHHO padoTaBLUMi Cc HMM, Ob 
XOpOMIO 3HAKOM C OYepTaHHAMM XecTa ἢ ero CMBICJIOM. 
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10 3necb ΘΟΘΠΜΗΘΗΒΙ ΒΡΙΠΟΡΚΚΗ H3 ABYX CTHXOB "EpaHresus OT 
οδηηδ" - 21, 9 ("... βλέπουσιν ἀνϑρακιάν ....) Hw 21, 12 ("... δεῦτε 
ἀριστήσατε ...᾽"). 

CornacHo ΓΆΒΡπΥ (66, 308-312), oco6eHHOcTh ΜΟΠΟΠΗΘΗΜΗ͂, 
ΥΚΆΞΒΙΒΔΟΜΆΣ 3HAKOM WapaKIIMTHKM, B YEM-TO ΟΧΟΠΗΔ C TEM, 4TO 
npeanoslarana Mapakayecma: 

" Ἡ δὲ παρακλητικὴ "TlapakKiHTHKM ΟΟΞΠΆΟῚΤ yMo- 
παρακλητικὸν ποιεῖ τὸ μὲλος AIOLUKMK WH KaK Obl MOJHMTBEHHBIN 
καὶ ὡσπερεὶ δεόμενον: ὁμοί- Memoc. AHaNorH4HO ΜΗ Πᾶρᾶ- 
ὡς καὶ τὸ παρακάλεσμα. ΚαπΟΟΜᾶ. ΕΥΠΤΟ Tor, kro MOJMT- 
Καὶ ὥσπερ ὁ παρακαλῶν “5; ΟΟΒΟΡΙΠΆΟΤ ΜΟΠΉΤΒΝ C ΠΟΒΡΙ- 
μετὰ ἀνειμένης καὶ κεκλασ- WeHHeM M ΤΡΟΠΘΤΟΜ ronoca. Tak 
HM ποβαμῆ, NOWWINH NapaksIMTMKH 
M MapakayiecMy, OJDKeH ΟΟ3Ππᾶ- 
BaTh 3ByYaHHe 063 CHJIbHOTO 
aKIICHTa, a paslOocTHO". 


μένης ποιεῖται δέησιν φω- 
vic, οὕτω καὶ ὃ τὴν πα- 
ρακλητικὴν καὶ τὸ παρα- 
κάλεσμα ψάλλων οὐ μετὰ 
σφοδροῦ τόνου δεῖ τὴν φω- 
νὴν προφέρειν ἀλλὰ ἱλαρῶς". 

ΟΠΗΔΚΟ caMO ΟΠΡΌΟΔΗΜΘ ΧΗΡΟΗΟΜΜΈΉΏΘΟΚΟΙΟ >KecTa, COOTHO- 
ΟΞΙΠΟΓΟΟΣ c MapaKajlecMoH, HeKOHKpeTHoO. Uutasl sToT nmaparpad 
Muxanna Bnemuga UW MbICHeHHO ΠΡΙΤΆΞΟΡ BOoOoOpa3sHTb MeHcTBHe 
XHpOHOMa ΠῸ 93TOMy OMMCaHH}O, MOXHO MpeCcTaBHTb cebe 
COBEpIweHHO pa3JIMUHbIe xecTbl. WM mMosTomMy xHpoHOMHM4eCKHH 
CMBICJ. NapaKAMMTHKH OcTaeTcA 3aradkKon. 

Bmecte c TeM SACHO, 4TO ero onMcaHve y Muxanna Bremugza 
OCHOBbIBaeTCH Ha TOM, 4TO ὝΘΡΜΜΗ παρακλητικὴ HW παρακάλεσμα 
ΠΡΟΜΟΧΟΠΗ͂Τ OT ΟΠΉΟΓΟ ΓΠΆΓΟΠΕ καλέω (“ΠΡΗ3ΡΙΒ810"). TlosTomy B 
TekcTe ΔΚΙΘΗΤΡΗΡΥΘΤΟΗ ΒΗΜΜΔΗΜΘ Ha ΟΥ̓ΙΠΘΟΤΒΗΤΟΠΡΗΟΜ κλῆσις 
(ΠΡΗ381Β). HyxkHO MpegnonaraTh, 4YTO Β 3818 7 ΧΗΡΟΗΟΜΔ 
ΒΧΟΠΗΠΟ ΒΟΟΠΡΟΜΞΒΟΠΘΗΜΘ ΤΆΚΟΓΟ XecTa, KOTOpbIH MOXHO Όμιπ0Ὸ 
Obl ΟΠΡΟΠΘΠΗΤΡ ΚΩΚ ᾿ΠΡΗ3ΡΙΒ᾽. 34eCbh TakxKe MOTO ObITb OCcTa- 
TOYHO ΜΗΟΙῸ AONYCTHMbIX BapHaHTOB. 

11 Jina onuMcaHHa 3TOTO XeCTa HCNONb30BaH H3BECTHBIM 
BETXO32BeTHbIN 31H30q4 (Mcxog 4, 2-3). BosMoxHO, 4TO ΠΡῊ 3Hake 
llapakaJiecMa Wpowexognyia HeKasd ᾿ΓΠΗΟΟΔΗΠΗΡΥΟΙΠΏΩ BuOpalns" 
rouoca, H 3TO Apye ΒΟΘΙῸ MOXHO O6blIO NoKa3zaTb 3MecOOpa3HbIM 


Ο 
BYKeHHeM. ΒΟΠΟΜΗΗΜ, YTO ΓρΑΦηΚα ΠΑΡΑΚΆΠΘΟΜΒΙ a ik MMeeT 
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"3nr3saroo6pa3Hble" KOHTypbI. CKopee Bcero, XHPOHOM MpocTo “pu- 
COB STOT 3HaK Β᾽ ΒΟΞΠΥΧΘ. 

12 Yxe ΠΡῊ 3HAKOMCTBe Ο 3ajalOWMMCA ΒΟΠΡΟΟΟΜ MOXxHO 
MOLYMaTb, 4TO B TEKCTe OLUHOKa ἢ pyKOMMCHOe COBO τὸ πεταστόν 
cnelyeT HCMpaBuTb Ha ObuWleH3BeECTHOe τὸ πελασϑόν, Tak HM NocTy- 
ΠΗΠ B cBoew nyOnmKauMn JI.Tapgo ( a Bcneq Ha HMM WM 31, CM.: 
Tepyuman E. BusantTniicKoe My3biKo3HaHne 253, cHocka 30). OtHako 
UI MOHHM&aHHA HMCTOKOB 3TOKM “OlWIMMOKK OOM3aTeIbHO HYXKHO 
YIHMTLIBATLh cyloBa Tappunna (60, 237-239): “TenacTou cKopee cyie- 
ΠΟΒΆΠΟ Obl Ha3BaTb "MeTaCTOH” (CM. KOMMeHTapHH 18 k Tpey.239). 
3Ha4dHT, TEPMHH τὸ πεταστόν MOABHJICA B TeKCTe pyKONMCH He 
cy4anHo. 

Yto xe KacaeTca ONMCaHHA caMoro XHpOHOMHYECKOTO KecTa, TO 
OHO aeT MOBO WIA CaMbIX pa3Hoobpa3HbIX ΠΟΟΤΒΜ ἢ XMpOHOMa. 

13 CopepmeHHO O4eEBHHO, 4TO eBaHretbcKan dpasa (Moanna 1, 
29 u 1, 36) 3160» ΜΟΙΠᾺ ObITh COBeplwIeHHO WHOM, TaK KaK 
CMBbICJIOBbIM IGHTPOM 9ΤΟΙῸ OMMCaHHA ABIAeTCH He OHA, a CylHe- 
CTBHTebHOe “KpaTHMa" - τὰ κράτημα ("ChepxKHBaHMe, yhepxKU- 
BaHHe"), MH MMe€HHO OHO HNOMOraeT HapHcOBaTb BeHYeCTBeEHHYIO 
durypy MoaHHa Kpectutens, ΚΟΤΟΡΡΙΪ c BO3HeECeHHOM AISI 
ONarocwOBeHHA pyKOH (OyKBasIbHO: MOCpeACTBOM yepxKaHHA - διὰ 
τοῦ κρατὴματος ) MpOH3HOCHT cBOW dpa3y. 3HaAYHT, XAPOHOMY 
HYXKHO ObIJIO CheIaTb TAKON XKecT, YTOOBI ΒΟΘΜ NEBUYMM ΟΤΆΠΟ ACHO 
n300paxeHHe “yiepxNBaHHA'. Beob Tora WU NOABANIOCh NOHM- 
MaHne ΤΟΙ͂Ο, 4YTO ΡῈ HAeT O KpaTHMe. 

ΠΡ cpaBHeHuu OnMcaHHH XAPOHOMM4eCKMX XKECTOB KpaTHMbI ἢ 
ΠΗΠΠΗ ΠΟΠΤΒΟΡΟΚΠΏΙΟΤΟΕ cnoBpa Taspuuna (66, 305-307): 
"Διαφέρουσι δὲ μόνον κατὰ τὴν χειρονομίαν" ("OTIMGaIOT xe 
HX ΤΟΠΡΚΟ Mo XMPOHOMHN' ). 

14 SroT genetivus possessivus 3aMMCTBOBaH M3 Cenmyaeunmor 
(Yucaa 1, 50). Cam xe XHpoHOMNYeCKHH xecT MpH Takom 
ONMCaHHW ocTaeTcs] HeBLINCHEHHbIM, HOO OH OTHOCHTCA Καὶ KaTe- 
rOpHN TeX XKecTOB, KOTOPble BO3HHKQJIN B pe3yJIbTAaTe MOCTOAHHBIX 
M JJIUTeENIbHBIX KOHTAKTOB JOMECTHKOB HM MpoToncasIToB c ΠΟΒΈΗΜΗ. 
B TakHx cyyuatx NMOABIAICH He TOJbKO CaM XHMpOHOMMYeCcKHh 
ECT, HO HM ero yCNOBHOe OOLACHeHHe, NMOHATHOe ywaCTHHKamM 
"TleBYeCKOTO AOTOBOpa" HW HEMOHSATHOe NOCTOPOHHMM. 
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IS Crpouka 11 oG0poTHOM cTOpoHbl ποτὰ pykKonvcu 4nTaeTcA 
oYeHb ΠΠΟΧΟ, TaK KaK MHOorMe OyKBbI yxe ΒΡΠΙΒΟΠΗ. PeKOH- 
cTtpykuua JI.Tapno KaxkeTca HanGbonee npvemiemon. 

CopeplulieHHO OYEBHAHO, YTO BECb CIOXKET, OMCHIBAIOLIMHCA B 
TeKcTe, MOCTpoeH Ha “OObIrTpbIBAHHH 3HAYeHHA ΠΡΗΠΑΓΑΤΟΠΡΗΟΓΟ 
βαρεῖα ("Tsoxenasn"). Tak ΒΟΞΗΜΚΠᾺ NepBaa dpa3a orTseta. IIpu 
YTEHHM %Ke BTOPOM cbpa3bi MOXeT BHAYAIe NMOABMTbCA HEKOTOPOe 
HeloyMeHNe. Β6ΠΡ B BOMpOoce pedb HAeT O ΒΆΡΗΗ - 3HAKEe, yKa3bIBa- 
ΘΜ Ha oco6yloO BbIpasSHTeJIbHOCTh Yowoca MpH HNCXOAALIEM 
IBuxKeHHM. B orTrBeTe x%e roBpopuTcH o6 “oKcHM" Kak rpaM- 
MaTH¥eCKOM 3HaKe ocTporo yaapeHva ( actentus acutus ) nu οὔ 
oOneyeHHOM yaapeHuMn ( accentus circumflexus ). B cBA3M Cc 3THM, 
mpexae BCerO, HYXHO ΒΟΠΟΜΗΉΤΡ, ἯΤΟ MY3bIKAJIbHbIC HEBMbI OKCHSI 
MW BapHA MpOW30MVIH OT OMHOMMEHHBbIX 3HAKOB NpocogHnH. Tlostomy 
accouMauHH YTpaMMaTHKOB Cc ΠΡΟΟΟΠΜΉΘΟΚΗΜΗ 3HaKaMH 3Π60Ρ 
ΒΠΟΠΗῊΣ YMeCTHbI. Kpome Toro, HayeplaHvsi OKCHH WU ΒΆΡΗ 
WOCHTHYHDI. OHW OTHHYAIOTCA ΠΗῚΠΡ HAKIIOHAMH: Y OKCHH - BIIpaBo 


7/7, a4 Y BapHHn - BJICBO εἷς . Ho 93Ta pasHHya BHAHA TOJIbKO NpH 


HanvicaHHn. Ecnuw xe 3HaKM M300paxaloTcs,. HaMpMMep, HakK0- 
HaMH TYJIOBHIa YeJIOBeKa, O YEM MNOBECTByeTcCA B HCTOUHMKE, TO He 
virpaeT HWKakoH povIw, B KakylO CTOpOHy 6yneT 3TOT HaKIOH. 
BaxkHo TOJIbKO, 4TOObI B MOJIOKEHHH KoOpMyca Opvia ABHO Bbipa- 
KeHa HakJIOHHOcCTb. Ho XxHMpOHOMMYeECKMH CHMBON OKCHN yxe 
OnNcbIBasIcaA Β Hauane TekcTa Muxauna Bnemuga, HW Mo HeEMy ACHO, 
ΤΟ OH ΒΒΙΡΑΣΚΆΠΟΣ DeEMCTBHEM PyK. 3Ha4MT, HYKHO NpesMosarats, 
4TO BAaPHA, B OTMM4UNE OT OKCHH, ΜΟΓΠᾺ M306paxaTLCA COOTBETCTBY- 
JOLIMM HAKIOHOM KOplyca XHpOHoOMa. 

OnHakKO B aHATIM3MPyeMOM MECTe COAepxKHTCA CTpaHHoe cpaB- 
HeHve: “COrHYBIUMHC! YesIOBeK NompaxaeT oKcuH". Jina BCex co- 
BePLICHHO ΟἼΘΒΗΠΗΟ, 4TO 3HAK OKCHH “ ΠΡΗ͂ΜΟ ΠΡΟΤΗΒΟΠΟΠΟΣΚΘΗ 
o6mukKy "“COrHyBluierocd YenOBCKa’. ΤῸ Hewxopa3syMeHHe MOouys- 
cTBoBan Tlopd@upunw YcneHKWH UW BOMpeKH TeKcTy HW 063 ΒΟΞΚΗῊΧ 
KOMMeHTapHeB (ppa3y " ἄνθρωπος περιπατῶν κυφός, μιμεῖται 
τὴν ὀξεῖαν " MepeBesl cleqyIOWIHM ΟὔΡρΔ43ΟΜ: "... ΜΕποβδκ, μΜπγιμμῆ 
NpsMO, MOXOAHT Ha ΥὙΠΆΡΘΗΜΘ OcTpoe Hay ΟΠοΟΒοΟΜ". 

KoHeyHO, BIIOMHE BO3MOXHO, YTO BMECTO κύφος B TeKCTe 
ΠΟΠΚΗΟ cCTOSTb εὐϑύς (“IpsMoni"), Tak KaK 3TO MpHaraTesbHoe 
HecpaBHeEHHO δΟΠΡΗΙΒ COOTBETCTBYe€T OMHcbIBaeMOMy OOpa3y. Οπ- 
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Hako ΠΡῊ NMepepoge A He pelliWicH OTCTYMaTb OT MMelolleroca 
TeKcTa. 

16 HetpyqHo B OOWIMX YepTax NpexCcTaBMTb XMpOHOMMYeCKHHK 
*KecT, CHOCOGHBIM MpOWLIIOCTpHpoBaThb WaHHoOe OMcaHHe, TEM Όο - 


jee, το KOHQMrypallwA 3HaKa KWJIMCMbI γΎς, “S\ nomoraet 
gtomy. HyxHO AyMaTb, ἯΤΟ B 3TOM CHyyae ΠΟΜΘΟΤΗΚ WIM ΠΡΟ- 
ΤΟΠΟΔΠΤ OYepynBaH B ΒΟΞΠΥΧΘ 3HaK KHWJIMCMbI, 4TO BOCTIIPH- | 
HHMaJlocb M€BYMMH KaK ΠΒΡΣΚΘΗΜΘ PyKM "Cc BOCTOKA Ha 3anam”. 

Y Tlopd@upua YcneHcKoro NoveMy-To BbIIyIeH ΠΟΡΟΒΟΙ͂ STOTO 
laparpada. 

17 Kak ΒΗΠΗΟ, 3TO ONMMCaHHe HaMOMHHasIo MeBYHM OO HM3BeCT- 
HOM ΗΜ xecTe. Ham xe, He 3ΗΔΙΟΙΠΗ͂Μ ero, OHO HH O 4YEM HE 


TOBOpHT. 
Bot 4To coo6miaeT Ο 3HaKe KCHpOH KilacMa [ἌΒΡΗΗ (68, 338- 
340): 
"To δὲ ξηρὸν κλάσμα “ἙΟΡΜΗΗ KCHpoH ΚΠΔΟΜ8ᾶ ΠΡΟ- 


ἀπὸ τοῦ κλῶ "τὸ κόπτω" H3OLUe OT ΟΠΟΒ "K1a0" - ΥΠΒΡΗΤΕ 
καὶ τοῦ ξηρὸν "τὸ σκλη- Η “KCHpoH” - pe3kocTb. M60 Tam, 
pov": Ἔἔνϑα γὰρ τίϑεται τὸ Me CTaBHTCd KCMpOH kKJIacMa, 
ξηρὸν κλάσμα, δεῖ κλᾶν ἩΘΟΟΧΟΠΗ͂ΜΟ = Tpy6o HM pe3kKo 
τὴν φωνὴν τραχέως καὶ YAaPATb SBYK . 

σκληρῶς ". 


Bps JIM Takoe cooOlleHWe MOXeT IIPOACHMTL 4TO-IMO0 B ΟΠΗ- 
CaHHH XMPOHOMHYECKOTO XKecTa, COOTHOCMMOTO C KCMPOH ΚΠΘΟΜΟΉ. 
Ho sSCHO, 4TO OH ΠΟΠΆΚΘΗ OLLI OCYILECTBIATbCA pe3Ko ἡ rpy6o. 

18 Sto AOBOMbHO HariagHad KapTHHKa, KoTOpas Mora Halitry 
COOTBETCTBYIOUce ΒΟΠΠΟΙΙΘΗΗΘ B XHPOHOMMYECKOM xecTe. B 
Tekcte "Epanrenua oT Marden" (17, 27), 13 KOTOporo 32MMCTBOBAaAH 
MaHHbIM cloxeT, He€T HMKaKOTO yNOMWMHaHHA O KploKe. Cyrenqo- 
BaTeJIbHO, CJIOBO "KpIOK" ΟΒΙΠῸ ΒΒΟΠΘΗΟ TOMbKO pad TOTO, 4TO6p 
HaNOMHHMTb NeBYHM O @OpMe aHTMKeHOMBI —7 “5 Ὑ7 “-ΤΆ. 
MoxHO ΠΡΟΠΠΟΠΟΣΚΗ͂ΤΡ, 4YTO XecT, ckopee Bcero, ΒΟΟΠΡΟΗΞΒΟΠΉΠ 
KploKooOpa3Hoe DBYXKeHHe. 

[95 He HYXHO ΥὙΠΗΒΠΉΤΒΟΗ, YTO Bech ΜΟΠΟΠΡΒΥΙΤΟΗ OGpa3EI 
pogutenenh boropoquubl 533 anokpuduyeckoro “Epanrenua orf 
Ῥακοβα" (1-2). OHM ObLIM ΧΟΡΟΙΠῸ M3BeCTHbI B OOHXOZe ἢ HH y 
ΚΟΙῸ ΗΘ BbISbIBAIM TOTO OTHOUICHHA, KOTOpoe c AOrMaTHYecKoy{ 
TOUKH 3peHHs OUKHO ObVIO ΠΆΤΡ obOpaujieHve Καὶ HeKaHOo- 
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HH3HpOBaHHOU peyJIMTHO3HOM WHTepaType. AXH3Hb ObLIa HaMHOTO 
lwMpe WH TepluMee, 4EM TpalMLWMOHHble KAaHOHBI. 

ΤΟΥ dparMeHT nocTpoeH Ha  "OObITpbiIBAHMM' ΓΠΩΓΟΠᾺ 
ἀποστρέφω ("“NHOBOpaynBalo, BOsBpaillaio"). Tlosromy WM ΒΟΞΗΜΚΠΆ 
accollWaulMa c "BO3SBpallaloliMMuca" ( ἀποστρέφοντες ) H3 XpaMa 
Βοᾶκηῆμομ WH AHHOM (BHOTHE BO3MOXHO, 4TO 30eCb ΜΟΙ OBITB 
MCNOAb3OBaH WH WIOOOM Apyrow cloxKeT, OMMCAHHeE ΚΟΤΟΡΟΙῸ Tak ΜΠῊ 
Have cofepxKano Obl ΓΠΆΤΟΠ ἀποστρέφω ). Mor ΠΗ ΡΥ̓ΚΟΒΟΠΗΤΟΠΡ 
xopa XKecTOM MoKasaTb ᾿ΒΟΞΒΡΘΔΙΗΠΙΒΔΙΟΙΠΗΧΟΝ ἡ BeposiTHO, 3TO OBbUT 
OMMH M3 TeX YCNOBHbIX ἌΘΟΤΟΒ, KOTOPbIM NO JOroBOpeHHOCTH 
Mexy MOMeCTHKOM WM xXOpoM ΦμΚΟΜΡΟΒΆΠΟΗ B NMaMATH ΠΡῊ 
TOMO H3IOKEHHOTO CloOxKeTa. 

22 Hesma 3nacdpou, Onu3Kaa mo dopme xk 93JINKIITMUeCKOi 
nomrycmepe “\, ΠΡῊ xKenaHHu Moria OITA MCTONKOBaHa Kak 
KOHTypbl BBIMe€YeCHHOTO Kpyryioro xieGa (MpH ΠΠΟΟΚΟΟΤΗΟΜ 
H306paxKeHHH). Ilepuyne, 3apaHee MpuvyyeHHbie Καὶ TaKOW accoLH- 
allHH, JOJDKHbI OLIN ΧΟΡΟΙΠῸ OTIMYATb 3STOT 3HaK. 

21 Uto6bI NOHATb CBA3b MEXAY CHMBOJIOM JeECTHULbI H 3HaKOM 
licHUcTOHa, BCNOMHMM, 4TO Ο HeM Nvcan Taspunn (66, 320-322): 

"To δὲ ψηφιστὸν ἐτυμο-- "Ha3BaHve ΠΟΒῴΦΜΟΤΟΗ mpon3- 
hoyettar ἀπὸ τοῦ ψηφίζειν BOAMTCA OT ΓΠΆΓΟΠΟΒ ᾿ΠΟΡΦΗ- 
καὶ, ἀριϑμεῖν: τίϑεμεν γὰρ A3€HH" ΟἼΗΤΑΤΡ MU "apHTMeHH” μο- 

‘ YHCIATb, A160 MbI ycTaHaBINBaeM 
ero TaM, Te cyllecTByIOT pa306- 
INCHHbIC WHTepBaAJIbHble 3HaKMH, 
ΠΟΙΟΙΠΜΘΟΝ He CBA3HO, a CJIOBHO 
nepecuWTaHHble MO—OTI€JIbHO- 


CTH . 


- 4 Ml 
τοῦτο ἔνϑα εἰσὶν αἱ φωναὶ 
f [4 -- 
κεχωρισμέναι καὶ οὐχ ὁμοῦ 
f 2 2 pd 
λεγόμεναι GAA ᾿ ὥσπερ μεμε- 
τρημέναι ἥ“. 


ΤΆΚΗΜ o0Opa30M, πομῴμοτοη ykKa3biBpaeT Ha ΡὈΆ3ΠΟΠΡΗΟΘ 
ΠΟΠΟΠΗΘΗΜΘ ΚΒΣΚΠΟΙῸ 3ByKa ΜΕΠΟΠΜΈΘΟΚΟΪ ΠΟΟΠΘΠΟΒΑΤΟΠΡΗΟΟΤΗ 
(Ηθῦτο Ἠδποποῦμα marcato ). ΠΠΟΘΤΟΜΥ ΒΠΟΠΗΘ ΠΟΠΥΌΤΗ͂ΜΟ, 4TO 
ΚΑΚΠΔΗ "CTYNe€Hb' H300paKaeMOH JOMeCCTMKOM JICCTHHUbI, 3aHM- 
CTBOBaHHOM M3 BeTXO3aBeTHOM KHIM "Soimua" (28, 12), accoun- 
ἩΡΟΒΑΠΔΟΡ C COOTBETCTBYIOWIMM 3BYKOM. CaMo Xe HavepTaHue 
KOHTYPOB JIECTHHUbI B "XHPOHOMHYECKOM MpocTpaHcTBe’ He Miper- 
ΟΤΆΒΠΗΠΟ COOOH HHKaKMX ΤΡΥΠΗΟΟΊΘΗ. 

22 Hagunaa c OKOHYaHHA 22 ΟΤΡΟΚῊ O6oOpoTHOH ΟΤΟΡΟΗΒΙ JIMCTa, 
PYKONMCHBIM TeEKCT OKOHYaHHA 9ΤΟΙῸ Naparpada oKa3biBaeTcs 
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ΗΘΠΟΟΤΥΠΉΒΙΜ, TaK KaK OMSTb-TakKH 43-38 OyMaxHOH paMKM 
Mcve3Jla CBA3b MexXIZY cNOBaMH τζάκισμα HM στιγμή. JI.Tapno 
ΠΟΠΆΓΑΠ, YTO ΠΡΆΒΗΠΡΗΒΙΝ BapvaHT JOJKeH Ob ObITb TaKMM: “ καὶ 
τὸ τρομικόν, τὸ τζάκισμα Kai f στιγμή “. OnHaKo «A He 
3HaIO HM OHOTO KaTanora OonbuIMxX MUMOcTa3, B ΚΟΤΟΡΟΜ 
ΥΠΟΜΜΗΔΆΔΠΟΣ Obl 3HaK ἢ στιγμῆ. ΠΟΘΤΟΜΥ a He MOry NPMHATb 
TaKylO PC KOHCTPyKUMW. 

B HeCKONbKMX MecTax ΟΡΟΚΗ 23 OT OTJEJIbHbIX ΟΥ̓ΚΒ ΟΟΤΆΠΗΟΡ 
ΠΗΙΠΡ WycTble He3anmouwHeHHble MecTa. IlosToMy ΠΡΟΠΠΟΙ unin 
IIpHcTaBKa ὑπὸ B HeHTpe ΟΤΡΟΚΗ oOKa3alacb OTOpBaHHOM OT 
MpOJOJOKeHHA cCHOBa WIM ΟΤ Hayala cienywuero ΟΠΟΒΏ. . 
YntrarolleecaA ΚΘ HeCKOJIbKO Jatiee ero OKOHYaHHWe τὸν ΜΟΣΚΗΟ 
TOJKOBaTbh KaK HeEBepHO 3alWMcaHHoe OKOHYAaHHe genetivus pluralis 
IIA σωμάτων (CpaBHHTb C ΠΟΟΠΟΠΨΙΟΙΠΗΜ καὶ πνευμάτων  ). 

23 Hayasla oTBeTa B pyKONWcH yxe He 4nTaetcs. JI.Tapno 
mpegmaran: [Διότι ἐκ]τελοῦσιν. ΠΡῊ mepepone 1 cneqylo TakKomy 


BapHaHTy. 

24 OkoHyaHHe TeKcTa Take OYeHb ΠΠΟΧΟ unTaetcs. ΠΟρΡΦΜΡ 
YcneHcKMi Bune 3iecb: "Kot ποῖα δὴ ταῦτα ;..ὑψηλῆς καὶ 
χαμηλῆς", Β.ΒΘΗΘΙΠΘΒΜῈ - " “Ano ποῖα δὴ ταῦτα; Εὕρυς 
ὑψηλῆς καὶ χαμηλῆς ". ΠΙΤαρΡπο - "Ϊ ᾿ΑἸπὸ ποῖα δὲ ταῦτα: 


Εὔρυς ὑψηλῆς καὶ χαμηλῆς ". Caoe ΠΡΟ ΤΕΗΜΕ 53: ΠΡΕΠΟΤΏΒΜΠ Bp 
ONyONHKOB&aHHOM TeKCTe. 


3... 


Translation 


With God, the beginning of signs 
[of the art of chanting], 
explained separately, 
created by the wisest Michael Blemydes'. 


Question. What sign is the ison cheironomized by? 

Answer. By the sign of the Holy Trinity. Just as the Holy 
Trinity is trinal - [for] in holiness neither the Father, nor the 
Son, nor the Holy Spirit exceed Jeach other]; so is the ison 
chanted, when the fingers are put together’. 

Question: What sign is the oligon cheironomized by? 

Answer. It is cheironomized by the sign of the hand of Our 
Lord who said to [his] disciples: “Cast the net on the right side 
of the ship and ye shall find". 

Question: What sign is the oxeia cheironomized by? 

Answer. By the sign of sharp lances, as if imitating sharp 
nails*. 

Question: What sign is the petasthe cheironomized by? 

Answer. By the sign of the hand of Our Lord, who said to the 
paralysed: "Rise, take up the bed and walk”. 

Question. What sign is the kouphisma cheironomized by? 

Answer. By the sign of the cloud overhanging Our Lord in 
the Transfiguration. It is shown by three fingers, [embodying] 
Christ, Moses and Elias®. 

Question: What Sign is shown by the diple? 

Answer. It shows the hand of Our Lord, exhorting the Jews 
and saying to them’: "The words that I speak unto you I speak 
not of myself but of the Father which sent me."It shows [its] 
holiness by three stretched fingers, and its humanity is shown by 
the clenched ones®. 

Question: What sign does the kratemokatabasma show? 

Answer. It shows the sign of God descending, who came 
down from Heaven, embodied in flesh by Holy Virgin, and 
became a man, and having sunk [into the sepulchre], 
resurrected the dead but was not void of the Father's bosom. 
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Question: What sign does the parakletike show? 

Answer. It shows the fire of coals in the sea of Tiberias and 
Christ's call: "Come and dine"!®. 

Question: What does the parakalesma show? 

Answer. It shows the rod of Moses which turned into a 
serpent!!, 

Question: What does the petasthon show? 

Answer. It shows the hand of the Angel saying to the 
shepherds: "Go to Bethlehem and ye shall find the babe 
wrapped in swaddling clothes. This is Christ the Lord"!2, 

Question: What sign does the kratema show? 

Answer. It shows the hand of [John] the Baptist, holding [it] 
and saying: “Behold the Lamb of God"!3. 

Question: What sign does the apoderma show? 

Answer. It shows the sign of the tabernacle of testimony!*4. 

Question: What sign is the bareia cheironomized by? 

Answer. By the sign of those heaving up [their] burden and 
climbing up all [their] way; as they say among the grammarians 
that a bending man imitates the oxeia and the one riding [a 
horse] imitates the circumflexed accent). 

Question. What sign is the kylisma cheironomized by? 

Answer. It shows the Sun, making its way from East to 
West 16. 

Question: What sign is the xeron klasma cheironomized by? 

Answer. By the sign of the hand of the Lord who is blessing 
five loaves and filling five thousand [people]!’. 

Question: What sign is the antikenoma cheironomized by? 

Answer. It shows the boat when Peter casts a hook and a net 
into the sea ans finds a stater!8. 

Question: What does the apostrophos show? 

Answer. Joachim's gifts for Anna, when they return from the 
temple [after having prayed] about their childlessness!?. 

Question. What does the elaphron show? 

Answer. It shows the sign of the hand of Our Lord, breaking 
bread and giving [it] to his disciples2°. 

Question: What does the psephiston show? 

Answer. Jacobs stairway which he put up [in his dream], or 
[it shows] Our Lady?!. 

Question: What does the gorgon show? 


374 


Answer. \t shows the sign of the hand of John the Baptist, 
rejoicing in his soul and using his hand when baptizing Christ. 
In the same way the tromikon [is shown]. While the tzakisma... 
dot. Let it be for you.... the bodies [2] and the spirits?2. 

Question. How many semi-tones [there exist]? 

Answer. Seven. , 

Question. Why are they called semi-tones? 

Answer. [Because] they lead to the tone2?. 

Question. How many spirits [there exist]? 

Answer. Four. 

Question. What are they? 


Answer.... the hypsele and the chamele2‘. 
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Comments 


| In the publication of L.Tardo it is τοῦ Βλεμμίδου, probably by 
the analogy with Νικηφόρου Φιλοσόφου tod Βλεμμίδου. 

2 While translating the final phrase Porphyry Uspensky added 
something of his own: "... so is the ison chanted smoothly without 
raising or lowering the voice, with fingers clenched.” 

Michael Blemydes writes about a well-known cheironomic 
gesture, basically formed of these joined “levelled” fingers (See also: 
Xpvoavdos ἐκ Μαδύτων. Θεωρητικὸν Μέγα τῆς Μουσικης, 8210). Thus 
in cheironomia the notographic meaning of the ison denoting the 
pitch "equality" with the preceding sound was embodied. That must 
have been the most wide-spread cheironomic symbol relative to the 
ison. However, it is unlikely to have always been of one type only. 
There is evidence that sometimes the ison was executed by the arm 
from the shoulder (see fol.47 v. of RA/C 63 and comment 3 to this 
folio). It seems to have been the only cheironomic gesture intented 
to denote interval and pitch features of phonation, whereas ali other 
signs indicated the dynamics of execution, its tempo and character, 
some "shades" of execution etc. 

3 This is an exact quotation from “The Gospel according to 
St.John” (21,6). It was also cited by Chrisanthos in his description of 
the cheironomic gesture of the oligon (Xpvcavdog ἐκ Μαδύτων, 
Θεωρητικὸν..., 8211). Judging by it, the characteristic feature of the 
gesture was the cheironomer'’s right hand movement imitating "a 
throw’. It should be noted that this gesture has nothing in common 
with the graphic shape of the oligon —. 

4 One does not have to be very imaginative to fancy this gesture 
which was undoubtedly used to draw the outlines of the oxeia in the 
air /. 

At the same time the cheironomic gesture, related with the 
kentema and the dyo kentemata, are known to have denoted pricks 
(Gabriel, 196-197, see: comment 20 to Greek 239). Comparing the 
signs imitating "sharp nails" and "pricks", one can have a more 
precise idea of their specific features. 

> A quotation from "The Gospel according to St.John"(5,8). It is 
also cited by Chrisantos when he mentions the cheironomic gesture 
of the oligon (Χρύσανϑος ἐκ Μαδύτων. Θεωρητικὸν ὃ 212). It is highly 
conceivable that not only hands took part in executing it ("walk"). 
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Anyway, the Gospel text helped the pupils, seeing this gesture, to 
have its visual demonstration and remember it better, for in the 
chanter’s mind it was associated with a specific subject. 

Gabriel (60,231-232) gives another description of the cheironomic 
gesture of the petasthe, when the hand movements were compared 
with a flap of a bird's wing (see comment 5 to fol. 43 of RAIC 63). 
The different gestures for one and saine sign is the result of indivi- 
dual ways of executing cheironomic gestures with one and same 
value. 

6 According to Gabriel (60,233-236) the sign of kouphisma 
indicated “light” sound, void of any rough accents (see comment [7 
to Greek 239). Other sources describe it in the similar way, sayng 
that “the kouphisima is something light, both in cheironomia and in 
melos"; see: Codex Lavra 1656 (Vardo 224), Codex Jerusalimitanus 
332 (Rebours 307-308), RAIC 63, fol. 47. 

Thus, the analogy to the well-known Gospel episode (St.Mattew 
17,5; St.Mark 9,7; St.Luke 9,34) seems quite natural in describing 
the cheironomic gesture of the kouphisma. Different domesticoi and 
protopsaltes showed this cloud and its lightness in different ways. 

7 No doubt, the manuscript λέγων should be replaced by λέγοντος 
(which was done by L.Tardo). 

8 Here two phrases from "The Gospel according to St.John" are 
combined: 14,10 (τὰ ρήματα ἃ ἐγὼ λαλῶ ὑμῖν, ἀπ᾿ * ἐμαυτοῦ ov 
λαλῶ") and 14, 24 (".. ἀλλὰ τοῦ πέμψαντος με πατρός"). It is inte- 
resting to note that Chrisanthos (Χρύσανϑος ἐκ Μαδύτων. Θεωρητικὸν 
§ 213) connects the cheironomic gesture “εἷς τύπον τῆς ϑεότητος, καὶ 
ἀνϑρωπότητος" not with the diple, but with the dyo kentemata. This 
divergence is noteworthy, because it implies that either Chrisanthos 
had a source which differed from the manuscript text of Michael 
Blemydes in some information, or he had just used the evidence of a 
later period, current among protopsaltes at the end of the XVIIIth - 
the beginning of the XIXth centuries. 

It. is not improbable that there were special reasons for the 
interpretatiops of the cheironomic gestures of the diple and the dyo 
kentemata to have some features in common. It should be noted that 


both the diple 4v and the dyo kentemata \ consist of two identical 


elements. Could this circumstsance account for the two “spheres” - 
the holy and the human ones - being sometimes contrasted with 
each other in the descriptions of these two signs? Could this be some 
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way of showing the common character and the difference of a single 
whole? 

However, if we compare the description of the gesture of the dyo 
kentemata known to us (see comment 4) with that of the diple 
gesture given by Michael Blemydes, we can hardly find anything in 
common between them. The first of them just tnitated “pricks”, 
while the second gesture seems to have been connected with the two 
established alternating positions of three fingers - raising, and 
bending, which is only natural, for the diple and the dyo kentemata 
denoted the aspects of rendering musical material which were 
different in meaning. 

At the same time, another thing should be noted: whole the ison 
was shown by the three “levelled" fingers, the diple was executed by 
the same fingers but in alternating positions (stretched and bent). 

? The ends of lines 21 and 22 appeared to have been destroyed in 
the manuscript because of the paper frame (see the introductory 
article), which enclosed the folio with Michael Blemydes' text. It was 
for the same reason that the last syllable of the word ἀνθρωπότητα Of 
line 19 was lost. Their reconstruction was done by Porphyry 
Uspensky and seems fairly convincing. 

The kratemokatabasma is known to be a synonym of the name of 
the kratemohyporroon: "... κρατημοκατάβασμα, ὅ λέγεται 
Kpatnpobnoppoov" (Codex Lavra 1656. - Tardo 219). 

The cheironomic gesture illustrating descention, was absolutely 
relevant for the sign, indicating the sequence of two descending 
seconds. And it was equally natural for the milieu where teaching 
was done to associate this gesture with the descention of Christ to 
Earth. Each cheironomer could find his oun ways of executing this 
gesture, while the choir which used to work with him permanently 
was well acquainted with the outlines and the meaning of it. 

10 Here the quotations of two verses from "The Gospel according 
to St.John" - 21,9 ("... βλέπουσιν ἀνϑρακιάν...") and 21,12 ("... δεῦτε 
ἀριστήσατε...") are joined together. 

According to Gabriel (66, 308-312) a special manner of 
execution, rendered by the parakletike sign, to some extent 
resembles the one suggested by the parakalesma: 
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"Ἢ δὲ παρακλητικὴ παρα- "The parakletike creates imp- 
κλητικὸν ποιεῖ τὸ μέλος καὶ loring and somewhat praying me- 
ὡσπερεὶ Sedpsvov’ ὁμοίως καὶ τὸ 10S. So does the parakalesma. As if 
the one who is praying is doing it» 
with some rise and trepidation of 
the voice. In the same way the 
chanter, who is chanting the pa- 
rakletike and the parakalesma, 
should make the sounding without 
strong accent but with rejoicing”. 


παρακάλεσμα. Καὶ ὥσπερ ὁ 

παρακαλῶν μετὰ ἀνεϊμένης καὶ 

κεκλασμένης ποιεῖται τὴν δέησιν 

φωνῆς, οὕτω καὶ ὁ τὴν παρα-- 

κλητικὴν καὶ τὸ παρακάλεσμα 

ψάλλων Ob μετὰ σφοδροῦ τόνου 

δεῖ τὴν φωνὴν προφέρειν ἀλλὰ" 
ἱλαρως". 

However, the very description of the cheironomic gesture, related 
with the parakalesma, is rather vague. Reading this passage from 
Michael Blemydes and trying to imagine the movements of the 
cheironomer by this description, one can visualize completely 
different gestures. Therefore the cheironomic symbol of the 
parakletike still remains a mystery. 

At the same time it is clear that its description in the text of 
Michael Blemydes is based on the terms παρακλητική and 
παρακάλεσμα having originated from one and the same verb καλξω 
("I call"). Therefore the noun κλῆσις ("calling") is emphasized in the 
text. The cheironomer'’s task must have beén to execute a gesture 
which could be understood as “a call". There may have been many of 
possible variants here, too. 

11 A well-known Old Testament episode (Exodus 4,2-3) is used to 
describe this gesture. It is most conceivable that the sign of the 
parakalesma was chanted by means of a certain "glissando vibration" 
of the voice, which could be at best shown by ἃ seprentine 


movement. We remember that the graphics of the paracalesma a 


if has "zigzag" contours. Most likely, the cheironomer was just 


“drawing” this sign in the air. 

2 While reading the question being asked, one can think that 
there is a mistake in the text, and that the manuscript word to 
πεταστόν should be replaced by the well-known τὸ πελασϑόν. 
L.Tardo did it in his publication (and I followed him in it, see: 
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Tepuman E. Bw3anTuiickoe My3bIKO3HaHHe 253, footnote 2). 
However, to understand the origin of this "mistake", one should take 

into account Gabriel's words (60,237-239): “The pelaston should 

have been called "“petasthon"( see comment 18 to Greek 239). 

Hence, the term τὸ πεταστόν did not appear in the manuscript by 
mere accident. 

As for the description of the cheironomic gesture itself, it gives 
rise to various movements of the cheironomer. 

13. Evidently, the Gospel phrase (St.John 1,29 and 1,36) might 
have been completely different, since the semantic ¢entre of this 
description is not this phrase, but the noun "kratema” - τὰ κράτημα 
(“holding", “keeping”) which helps to portray the sublime figure of 
John the Baptist, who pronounces his phrase with his hand raised in 
blessing (literally:"by means of holding" - διὰ τοῦ κρατήματος ). So 
the cheironomer was to make this gesture in such a way that the 
chanters could recognize the figure for “holding”. It was then 
understood that the kratema was meant. 

The comparison of the descriptions of the kratema and the diple 
cheironomic gestures proves Gabriel's words (66,305-307): "Διαφέ-- 
povor δὲ μόνον κατὰ τὴν χειρονομίαν" ("They are different by 
cheironomia only"). 

4 The genetivus possessivus is borrowed from the Septuagint. 
(“Numbers" I SO) But the cheironomic gesture itself remains 
unclear, for it refers to the category of gestures resulted from 
constant long contacts of domesticoi and protopsaltes with chanters. 
In such cases not only the cheironomic gesture itself, but its 
conventional explanation appeared as well, which was clear to those 
who took part in "chanting agreement" and not clear to other 
people. 

15. Line 11 of the reverse side of the manuscript folio is very 
difficult to read, since most of the letters have faded. L.Tardo's 
reconstruction seems to be the most acceptable. 

It is quite evident that the whole subject, described in the text is 
founded on “playing up" the meaning of the adjective βαρεῖα 
("heavy"). This is how the first phrase of the answer appeared. Yet 
while reading the second phrase one may be puzzled at first. The 
question is about the bareia, the sign indicating ἃ special 
expressiveness of the voice in descending movement. While in the 
answer the oxeia is mentioned as a grammatical sign of acute accent 
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(accentus acutus) and of circumflexed accent (accentus circumflexus). 
In this connection it should be remembered, first of all, that the 
musical neumes of the oxeia and the bareia came from the prosdic 
signs of the same name. Therefore grammarians associations with 
prosodic signs are fairly relevant here. Besides, the graphic shapes of 
the oxeia and the bareia are identical here. They differ in slopes 
only: the oxeia has a right slope 7, while the bareia has a left one 


be . Yet this difference can be seen in writing only. And if the signs 


are shown, for example, by bending a torso, as is written in the 
source, then it makes no difference what slope it will be : right or 
left. It is only the bending itself that matters. But the cheironomic 
symbol of the oxeia has already been described in the beginning of 
Michael Blemydes' text, and it was clear from it, that it was a hand 
movement. Hence, the bareia, unlike the oxeia, may have been 
shown by the necessary bending of the cheironomers. 

However, in the fragment analyzed there is ἃ strange 
comparison:" a bending man imitates the oxeia". It is quite evident 
that the sign of the oxeia , is quite contrary to the figure of "ἃ 
bending man". This misunderstanding was sensed by Porphyry 
Uspensky and, regardless of the text and without any comments, he 
translated the phrase "ἄνθρωπος περιπατῶν κυφός, μιμεῖται τὴν ὀξεῖαν" 
as follows:”...the man going upright looks like an acute accent above 
the word”. 

It is quite possible, though, that instead of κυρός there should 
have been εὐθύς ("upright") in the text, for this abjective suits the 
image described better. However, in the translation 1 did not venture 
to deviate from the text. 

16 It is fairly easy to visualize in a general way the cheironomic 
gesture illustrating the given description, the more so that the 


configuration of the sign of the Kylisma “Ky, ©\_) helps to do 


this. It is most probable that the domesticos or the protopsaltos drew 
the sign of the kylisma in the air, which was understood by the 
chanters as moving the hand "from East to West". 

It is not quite clear why Porphyry Uspensky omitted the 
translation of this section. 
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17 This description must have reminded the chanters of the 
gesture well-known to them. Yet it says nothing to us, who are not 
familiar with it. 

Gabriel writes about the sign of the xeron klasma (68,338-340): 


"To δὲ ξηρὸν κλάσμα ἀπὸ τοῦ "Ἵ[ΤΠ6 term] xeron klasma has 
κλῶ "το KONTO" καὶ τοῦ ξηρὸν "τὸ come from [the words} "klao” - 
σκληρόν" ᾿ ἔνϑα γάρ τιϑεται τὸ “to strike” and “xeron” - “sharp- 
ξηρὸν κλάσμα, Set κλᾶν τὴν Ness’. For wherever the xeron 
klasma is placed, it is necessary to 
strike a sound roughly and sharp- 
ly”. 

This statement can hardly clear up anything in the description of 
the cheironomic gesture which corresponds to the xeron klasma. But 
it is clear that it was to be executed roughly and sharply. 

ἰδ This is a very illustrative picture which could be embodied 
properly in a cheironomic gesture. No hook is mentioned in the text 
of “The Gospel according to St.Matthew" (17,27), from which the 
given subject was borrowed. Hence, the word "hook" was introduced 


φωνὴν τραχέως καὶ σκληρῶς". 


only to remind the chanters of the form of the antikenoma —7 “™%, 
τὸ “τῇ. Most likely, the gesture was intended to show a hooklike 
movement. 

19 It is no wonder that the images of the Virgin's parents from the 
apocryphal "Gospel according to St.Jacob" (1-2) are used here. They 
were fairly popular in church practice at that time and did not 
provoke the attitude, which might have been arosed from the 
dogmatic point of view by the use of the uncanonical religious 
literature could have aroused. Life was much broader and more 
tolerant than traditional canons. 

This fragment is built on playing up the verb ἀποστρέφω ("I turn. 
I return"). Hence, the association with Joachim and Anna. 
"returning" (ἀποστρέφοντες) from the temple (any other subject may 
have been used here it its description included the verb ἀποστρέφω 
Could the choir-master show this “returning"by a gesture? It mus 
have been one of the conventional gestures printed in the memon 
with the help of the above-mentioned episode according to the 
mutual agreement between the domesticos and the choir. 

20 The neume elaphron, ‘close in form to an elliptical semisphere 
ΓᾺ may have been interpreted as the outlines of a round loaf of 
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baked bread (seen from the flat side). The chanters, who had been 
trained beforehand to see such associations, were to distinguish that 
sign fairly well. 

21 To understand the connection of the stairway symbol with the 
sign of the psephiston, let us remember what Gabriel wrote about it 
(66,320-322): 

"TO δὲ ψηφιστὸν ἔἕτυμο-- "The name "psephiston" 18 
Loysitar ἀπὸ τοῦ ψηφίζειν καὶ derived from [the verbs] "pse- 
ἀριϑμεῖν. τίϑεμεν γὰρ τοῦτο ἔνϑα Phizein” “to count” and “arith- 
εἰσὶν αἱ φωναὶ Keyapiopévar καὶ mein” “to calculate”, for we place 
οὐχ ὁμοῦ λεγόμεναι ἀλλ᾿ ὥσπερ it where separate interval signs 
μεμετρημέναις exist, Which are chanted not cohe- 

rent, but as if counted separately”. 


Thus, the psephiston indicates separate execution of each sound 
of a melodic sequence (not unlike "marcato"). Therefore, it is most 
conceivable that each"step" of the “stairway”, borrowed from the Old 
Testament book of “Genesis” (28,12), and when shown by the 
domesticos, was associated with the corresponding sound. The 
drawing of the stairway outline in the “cheironomic space" presented 


no difficulties. 
22 Beginning from the end of line 22 of the reverse side of the 


folio, the manuscript text at the end of the section appears 
incomprehensible, for again, owing to the paper frame, the 
connection between the words τζάκισμα and στιγμή is destroyed. 
L.Tardo considered the following variant to be correct one: “καὶ τὸ 
τρομικόν, TO τζάκισμα καὶ ἡ στιγμή". However, I cannot think of any 
catalogue of the great hypostases which would contain the sign of ἢ 
στιγμή. Thus I cannot accept such a reconstruction. 

There are only unfilled gaps left instead of letters in some places 
of lines 23. Therefore, the preposition, or the prefix, ὑπό in the 
centre of the line turned out to be cut off from the continuation of 
the word and from the beginning of the succeeding one. Its ending 
tov, Which can be found a little further on may be interpreted as the 
genetivus pluralis ending of σωμάτων spelled incorrectly (compare 
with the succeding καὶ πνευμάτων). 

23 The beginning of the answer cannot be read in the manuscript. 
L.Tardo suggested the following variant: [Διότι ἐκ] τελοῦσιν, which | 
follow in my translation. 


383 


». ‘ ‘Jj 


> ν" 
* “ ᾿ oe! 


24 The end of the text is also scarcely readable. Porphyry 
Uspensky saw here: "Καὶ ποῖα δὴ ταῦτα... ὑψηλῆς Kal χαμηλῆς. 
V.Beneshevich saw “[ A] πὸ ποῖα δὴ ταῦτα; Εὕρυς ὑψηλῆς καὶ χαμηλῆς", 
and L.Tardo saw “Ano ποῖα δὲ ταῦτα; Εὔρυς ὑψηλῆς καὶ χαμηλῆς". My 
Own version 15 given in the present publication of the text. 
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Coctasp PAWMK 63 


“Ὁ HacieQHHKOB WepKOBHOTO pereHta ΚΗΠΙΔΉΜΠΗ (μουσικο- 
διδάσκαλος Π.Γ.Κηλτζανίδης) mpvoOpereHa KoeKUMA ΠΗΤΥΡ- 
THYeCKHX PyKONMceHM C ΗΟΤΗΡΙΜΗ 3HaKaMH, cocTosilad M3 23 ΚΗΗΓ. 
B TOM 4HcHe ἨΔΧΟΠΉΗΤΟΣ HEM3HaHHbIN TpakTaT camoro ΚΗΠΙΒΉΗΜΠΗ 
Ο WepKOBHOM My3bike, UeTbhIpPe pa3M4HbIX pewaKIMH 4acTo 
BCTpeyalolueroca (B ΚΟΠΠΟΚΊΙΜΗ MucTuTyra uMelouleroca) "Pyxko- 
BOACTBa ΠῸ MY3bIKaJIbHOMY WckyccTBy” (Σημάδια τῆς μουσικῆς 
τέχνης") H psa δοΓοοπυ ΚΟ ΟΉΒΙΧ KHHI, ΠΗΟΔΗΗΒΙΧ Ha GoMOMLMHe ἡ 
6yMare, BeCbMa 4YeTKHX HM ΜΟΠΡΆΒΗΒΙΧ. OTa KOWWIeKUMA 5ΞΔΟΠ ΠΥ ΚΗ- 
BaeT, ΠΟ-ΒΗΠΉΜΟΜΥ, BHHMaHHA ΟΠΟΙΜΆΠΗΟΤΟΒ Mo LUepKOBHOH 
My3bIke "!, 

Tro coo6lreHHe 6bvIO OyONMKOBaHO B Hayane XX BeKa B 
OMHOM “3 OruyetoB PyccKoro ApxeonorMueckoro HHCTHTyTa B KoH- 
cTaHTHHonone (PAMK), mpocyliecTBoBaBulero ἨΘΠΟΠΙῸ, HO OCTa- 
BHBLUIETO 3aMeCTHLIM clleq B EBpONeHcCKOM BH3aHTHHOBeEeCHHH?. 
Tellepb, CllycTa MOUTH cToNeTHe Nocnte ΟΟΗΔΡΟΠΟΒΔΗΜΗ ΠΡΗΒΕΠΕΘΗ- 
HOTO COOOLIEHHA, MOXHO CUHTATh, YTO 3TA PyKONMNCHANA ΚΟΠΠΟΚΊΙΜΗ 
NeHCTBHTe€IbHO HaYHHaeT HHTepeCcOBaTb MCTOPHKOB MY3bIKH, TaK 
KaK ΠῸ cHxX Nop He 6byI0 HH OHOM My3bIKoBeqyecKOH πυδπη- 
KalHM, NOCBAIICHHOM ee MaTepvHanaM. HaynHalolasca 4actTb 
KHHIH - MepBbIM ΟΠΡΙΤ TaKOTO pola. 

3 23 pyKomHcHbIX ΚΗΗ͂Γ, yKa3aHHbIixX B OryeTe, B HacTosaliee 
BpeMA ΠΡΗΞΗΔΙΟΤΟΗ͂ ΠΡΗΗΔΠΠΘΣΚΔΙΠΗΜΗ Καὶ ΚΟΠΠΟΘΚΙΜῊ [1ΔΗΔ ἤοτμοδ 


| Ysnecrua ΡΑΗΚ 14, 1909, 135. 
Matepwaybi O JesTeyIbHOCTH MHCTHTYTa CM. B Η3ΠΔΉΜΗ: Παπουλίδης K. To Pworxo 
᾿Αρχαιολογικὸ Ἰνστιτοῦτο Κωνσταντινουπόλεως (1894-1914). Θεσσαλονίκη 1984. 
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ΚΥΗΠΙΙΔΗΜΠῊ TonbKo 19°. Cpequ μου ΞΗΥΒΙΗΗ͂Χ “eTbIpexX MaHycKpHii- 
TOB (WIM ΠῸ KaKHM-TO TIpM4HHaM JIMWeEHHBIX BiaseswbiecKoH 
ganven Π.ΚΗΠΙΔΉΜΠΗ MW MOTOMYy He MpHUHcJIAeMBIX K cOOpaHHlo) 
OTCYTCTBYyeT M TpakTaT camoro [I]. Kwiuannon’. 

B uMcne 3THxX 19 ΚΟΠΘΚΟΟΒ eCTb OHH, KOTOPBIN NOYTN ΠΟΠ- 
HOCTbIO IIOCBAUICH MY3bIKaJIbHO-TeOQpeTHYeCCKMM COYHHEHHAM, - 
PAHK 63. Cynaa πο 6ymMare M MoyepKy, 3Ta PyKOMMcb co3qaHa He 
ΠΟΞΠΉΘΘ ΠΟΟΠΟΠΗΘΙ ueTBepTu XVIII sexa>’. Ha a. 1 οὔ. npucyr- 
CTBYIOT BllagembuecKMe ΠΟΜΘΟΤΕΙῚ camMoro [IaHawoTuca ΚΗΠΙΔΉΜΠΗ 
(X.avaywotys Γ.Κηλτζανίδης. Προυσαεὺς μουσικοδιδάσκαλος), 
ΡΉΠΟΜ C KOTOPOH ΠΡΥΓΗ͂Μ MoyepKoM yKa3aHa ΠΑΤΆ ero cMepTH (+ τῇ 
18 Νοεμβρία 1896), a HeckoNbKO Janee - ΚΟΙΓ.Κηλτζανίδης 23.X1.97. 


Ha 1.28 οὔ. uMeetca apa6cKas 3anncn®, a Ha 1.55 - wranbaHckas’. | 
IlepBaa ΠΟΠΟΒΗΗΔ kogexkca (ππ.1-40 06.) ποοβξιπθηᾶ obpalle- | 

HHO K ΜΗΤΡΟΠΟΠΗ͂ΥΥ JIepKoH CamMywiy HW ΗΞΠΟΣΚΘΗΜΙΟ My3bIKAIbHO- | 

TeopeTHyeckoro Tpyota Kupyunna Mapmapwuckoro (nmogxpobHee o6 

39TOM CM. Jaiee). 


Jlanee Ha π. 41 HaxoguTca 3arnapne "Tod λογιωτάτου Ἰωάννου 
ἱερέως Πλουσιαδινοῦ ἑρμηνεία τῆς μουσικῆς" - "OObacHeHHe 
MY3bIKH ΜΥΠΡΟΙΊΠΘΙΟ ἴοδηηδ IInycnuaquHa, nepes". Ho ΠΡΟΊΗΤΩΒ 
HavaiIbHbIM OTPbIBOK, CJIeMyWWwWHH cpa3y Ke 3a 3THM 3armlaBHem, 
BCAKMH, KTO 3HAKOM C MaMATHHKaMH BH3aHTHHCKOTO MY3bIKO- 


3 Cm.: Jle6edeea H. I’peyeckue pykornen. JlennHrpag 1973 (Onuvcahve pyKonHcHoro | 
ΟΥ̓ πὰ BuGmHoTeKH Ακάπομμη Hayk CCCP, 5), 88, 137, 138, 142, 145, 160, 178, 
181, 182, 184, 194, 198, 201-205. 
4 IIpapaa, ΟΟΤΆΘΤΟΗ HeMOHATHBIM, O KaKOM COYHHEHHH HieT peyb Β OtTueTe. 
“AuatTpHoni” Π.ΚΗΠΗΔΗΜΠΗ ObvIM H3faHbI 6116 ΞΔΠΟΠΙῸ AO NMOcTyMIeHHA ero KOJI- 
ΠΟΚΙΜΗ ΡΥΚΟΠΜΟΘΗ B PAMK (cM.; HampuMep: Κηλτζανίδης ILL. Διατριβαὶ περὶ τῆς 
Ἑλληνικῆς ἐκκλησιαστικῆς μουσικῆ. Ἕν ΚΠὸλει 1879. idem. Μεθοδικὴ 
διδασκαλία... τοῦ γνησίου ἐξωτερικοῦ μέλους. Ἐν ΚΠόλει 1881). ΗΜΘΊΟΟΒ JM Β 
ΒΗΠΥ B ΟΤΊΘΤΕ Kakoe-TO Apyroe couMHeHHe WIM pyKoMHch Mpexie ony6nn- 
KOBaHHOrFO TpakTaTa? Bce 3To ellie MpeACTOHT BHIACHHMTb HCCIeOBaTeIAM 
PYKONKCHoro donna PAMK. 
5 CM.: Oeuunnuxoea-Ienaun B. CBoqHBIM ΚΑΤΆΠΟΙ ΜΟΠΠΆΒΟΚΗΧ pyKoNMceH, XpaHa- 
muxca B CCCP. Κοπποκημα Hopo-Hameukoro MoHacThipa (XIV-XIX BB.). Ku- 
WHHeEB 1989, 393,N 25 (1781 r.). Mpapaa, UJleGegena (Yxa3. coy. 205) cuntaer, 
πὸ PAMK 63 - pyxonuch Hayana XIX Beka. Ex cnegyer u Κ  Πάπυπμπης 
(Παπουλίδης K. Op.cit.,222). 
6 Tinoxo “UHTaeMaA, OHA ΟΟΠΘΡΚΗΤ HEYTO BpOse HECKOJIDKHX MYCYJIbMaHCKHX 
ΠΟΟΤΥΠΆΤΟΒ (THNa “Mayr HeBepHbie K pexMrHH" WIM "STOT ΜῊΡ WIKHeH, a TOT - 
BeYyeH"), BO3MOXHO, HUIOKEHHBIX B CTHXOTBOPHOH copme. 
7. B nogrmueckoit dopme:"Quando spunta in Ciel J'aurora..." 
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eS ΡϑᾷῬ.-.΄--.- Ὄ.Ἐ --.-  ὌἪηἬὌὝΌἫΓὈ; Ἤ “---. Ὸ  ---. 
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3HaHHA, OGHAPyXUT XOPOWO H3BECTHbIM TeKCT ὋὉρᾶς οὖν τούτων 
τῶν τεσσάρων καὶ EV τῇ μουσικῇ τέχνῃ πνεύματα τέσσαρα λέγονται, & 
καὶ πρόσω ὁ λόγος εὑρύτερον διδάξει ἡμᾶς" - "Tak BOT, ΤΡΙ ΒΗΠΗΙΠΠΡ, 
στὸ [H3-3a] 3THX ἸΘΤΒΙΡΟΧ [ΠΥΧΟΒ] B ΜΥΞΡΙΚΆΠΡΗΟΜ HCKYCCTBe Takxe - 
ΥΠΟΜΜΗΔΙΌΤΟΗ YeTbIpe AyxXa, C KOTOPbIMM ΜΒῈῚ Ooslee ΠΟΠΡΟΟΗΟ 
O3HAKOMHMCA Mo3sqHee’. Bro ΠΡΟΠΠΟΣΚΘΗΜΘ Η Bech MocresyIOuMh 
TEKCT COBeplILIGHHO OllpexeneHHO FOBOpAT O TOM, 4TO Nepeq HaMu 
3HaMEHHTOe MY3bIKAIbHO-TeOpeTHM4ecKoOe COUHHEHHe, ΠΡΗΠΗΟΒΙ- 
Balousleeca Moanuy ΠΆΜΔΟΚΜΗΥ W He HMeloulee HNKAaKOTO OTHOLIEe- 
HHA” Καὶ Moanny [Inycuaquny. bonee Toro, ΒΟΠΟΙ͂ 3a STHM TPaKTaTOM 
TaM Xe M3jlaraeTcA LENIN pA ΠΡΥΓΗΧ My3biKasIbHO-TeopeTH4eCKHx 
onycoB, WHMpOKO pacnpocTpaHeHHbIX B BH3aHTHHCKOM HM MOCTBH- 
3aHTHMCKOM ΠΟΡΚΟΒΗΟΜ oOnxoje. 1811} B CaMOM KOHIIe, Ha Π1.52- 
54 06. HeMcTBMHTeEILHO NOABIAeTCA TeKcT COUMHCHHA MoanHua IIny- 
ΟΠ. 

Celiuac ΤΡΥΠΗῸ CKa3aTb ΟΠΡΟΠΘΠΘΗΗΟ HW TOYHO, YeM ΒΒΙ3ΒΔΗη0 
3a01yKeHHe Nepemncinka. Ha 3TOT CYeT OCTaeTCA TOKO CTPOHTb 
pa3IM4Hble ΠΡΟΠΠΟΠΟΆΧΘΗΜΗ. OHO H3 HHX MOXeT GpITb TAKHM. 

leno B TOM, 4TO TeKCT TpakTaTa, MpHnMchiBaloweroca MNoaHny 
ΠΆΜΔΟΚΜΗΥ, B PAHK 63 maeTca He C camMoro HaYana. Odmenpn- 
HATOe ero BCTYIMIeHHe, OTCYTCTByIOUIee B Hallie pyKOMNHCH, cpa3y 
xe yKa3bIBaeT Ha Moana J/JaMacKHHa Kak Ha aBTOpa COUHMHECHHA “ 
Tod ὁσίου πατρὸς ἡμῶν ‘Iodvvov tod Δαμασκηνοῦ ἐρωταποκρίσεις 
τῆς παπαδικῆς τέχνης" - “BompocooTBeTHHKH Ο namlaqHueckom 
vickyccTBe CBATOrO OTIa Hauiero MoaHua Παμδοκμηδ". Ho, cyas no 
Bcemy, Hepenucunvk PAHK 63 wMen B cBOeM pacnops>KeHHy 
ledbeKTHYWO pyKOMNHCh, B KOTOpOh OTCYTCTBOBaIO He ΤΟΠΡΚΟ MepBoe 
ΠΡΕΠΠΟΣΚΘΗΜΘ, HO HM BeCb OOWIMPHBIM HayabHbii pa3sgen (πᾶ π66 OH 
6yneT ΠΡΉΒΕΠΘΗ ΠΟΠΉΟΟΤΡΙΟ). ΠΟΘΤΟΜΥ co3gatenb PAHK 63, He 
BULA Mepeq co6ow NepBoro ΠΡΟΠΠΟΣΚΘΗΜΗ, eCTeCTBEHHO, XOTEeII 
yCTaHOBHTb HMA aBTOpa COUMHEHHA HM ΘΙῸ Ξ3ΆΓΠΑΒΜΟ. C 3TOM ΠΟΠΡΙῸ 
OH 3aIISHyl B CaMbIM KOHEIL pyKOIMcH, 4TOObI MOMbITATLCA 
o6HapyXUTb TaM XOTS ObI HMA aBTOPa TeKCTa. 30eCb OH H Υ̓ΒΗΠΟΠ 
coo6llleHHe O TOM , YTO TeKCT "...πεπόνητα καὶ συντέτακται παρὰ 
τοῦ ἐλαχίστου τῶν ἱερέων καὶ τῶν ἐμπείρων ἐν μουσικῇ κυρίου 

Ἰωάννου ἱερέως τὸ ἐπίκλην ἔτυχε Πλουσιαδινός" - "... ΒΒΙΠΟΠΗΘῊ Η 
COYHHEH ΟΜΗΡΘΗΗΒΙΜ Μ3 CBAMICHHHKOB HM cpequ ΟΒΟΠΥΙΠΗΧ Β 
MY3bIKe ΓΟΟΠΟΠΉΗΟΜ MepeeM MoaHHoM , KOTOpbIM MONyYHJI ΠΡΟ5- 
Buwe ΠπγομάπμΗδ". 
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Tak 6bL1I0 HaljeHO HMA “aBTopa". Tenepb HallleMy Mepenmvcunky 
ἨἩΘΟΟΧΟΠΗΜΟ OLWIO yCTaHOBHTb Ha3BaHWe TpakTata. C 3TOH ΠΕΠΡῚῸ 
OH Haas AMCTaTb ΡΥΚΟΠΗΟΡ OT KOHIa , We ΥΒΗΠΕΠ MMA “aBropa’ , 
K Hayasly H Yepe3 HECKOJbKO JIMCTOB HaTKHYJICA Ha dpa3y , KOTO- 
ΡΥ JIlerKo MOXHO 6bI10 MPHHATh 3a Ha3BaHhe: “ Ἑτέρα παραλλαγῆ, 
ἥτις λέγεται ἑρμηνεία τῆς τέχνης". 3π60» ObLIO cToNb NoMyApHoe 
WIA Y4eOHBIX ΡΥΚΟΒΟΠΟΤΒ ΟΠΟΒΟ ἑρμηνεία (OGbAcHeHHe). ζοπερ- 
xKaHHve xe TpakTaTa ΠΆΒΩΠΟ ΒΟΞΜΟΣΚΗΟΟΤΡ YTOUHHT ΒΟ ᾧρδῦ3ν ἡ 
BMECTO τῆς τέχνης ΠΟΞΒΗΠΟΟΡ Sollee ΟΠΡΟΠΘΠΘΗΗΟΕ τῆς μουσικῆς 
Tak ΞΆΓΠΆΒΗΘ TpaktaTa MoauHnua IInycvaauHa , BbIHeCeHHOe Tepe- 
TIMCUHKOM Ha JI. 41 , OKa3ayIOcCh Ha3BaHHeM BCcero CBOAa My3bI- 
KaJIbHO-TeOpeTHYeECKHX paGoT , Μ3ΠΟΣΚΘΗΗΒΙΧ Ha ΠΠ 41-54 06. PAHK 
63. Takoe nNpeaqnonoxeHHe - ΠΜ1ΠΡ OHO H3 BO3MOXHEIX OOBACHE- 
HHH NOABIeHHA HeEBepHoro Ha3BaHusA®. 

Ilocne 3ΔΒΟΡΙΠΘΗΜΗ My3bIKaNIbHO- TeopeTHYecKOH ποτ PAH K 
63 B py- ΚΟΠΜΟΗ ΟΠΘΠΥΟΤ ΠΒᾶ MycTbIx JIMCTa , a 3aTeM , HAYHHAA Cc 
n.56 ΒΠΠΟῚΤΡ πο 85 06., ΨΗΤΆΤΕΠΙΟ MpegnaraeTca "Εἰς ἅπασαν τὴν 
λογικὴν τοῦ “Αριστοτέλους μέθοδον προδιήγησις ci9 ᾿ οὖν εἰσαγωγὴ 
συντελεῖσα παρὰ κὺρ Γεωργίου Σουγδουρῆ τοῦ ἐξ Ἰωαννίνω " - 
"ΠΡΟΠΒΑΡΜΤΟΠΡΗΟΘ Μ3ΠΟΣΚΘῊΜΘ MeTOZa WIM ΒΒΟΠΘΗΜΘ B NOMHYIO 
noruky ApHcToTeA , CocTaBneHHoe ΓΟΟΠΟΠΜΉΟΜ Leopruem Cyrny- 

‘pH H3 AHMHBI". 

Takos B o6iem cocTtaB PAHK 63. 

B HacToslen KHMre 6yeT ONYONMKOBAH He BeCb TCKCT 9ΤΟΓῸ 
KoeKca , ἃ TONbKO ΤΟ, 4YTO HMeeT HEMocpeacTBeHHoe OTHOMEHHE 
K ee TeMaTHKe. EcTecTBeHHO , ἯΤΟ “BBeqeHHe B NOrMKy ApucTo- 
Tea - OObeEKT GuNocodpcKoro H3y4eHHA HW MOZSTOMY ΠΟΠΗΟΟΤΡῈΟ 
ΒΡΙΠΆΠΆΘΤ H3 ccepbl MY3bIKOBe4eCKHX MHTEPecos. 

IIpegctaBiseTca , ἯΤΟ HCTOUHHKH , comepxauinecaA B PAHK 63. 
wesecooOpa3HO MyOMHKOBaTb He B TOM MopsyKe , B KOTOPOM OHH 
H30XKEHbI B PyKONNCH. AKenaTeNbHO ObLIO Obl coOMIOCTH UcTOpH- 
yecKHH ΠΡΗΗΠΙΠΗΠ WU MOMeCTHTb Β ΗΠ COUMHEHHA , BOSHHKIUHE 
paHbille. ΤΟ, KOH€YHO , TpakTaT , ΠΡΗΠΗΟΒΙΒΔΙΟΗΙΜἤοη Moanny 
JlaMackuiy , Καὶ Cepha ΠΡΥΓῊΧ COUMHEHHH, ΠΡΗΜΒΙΚΔΙΌΙΠΗΧ K HEMy B 


® Her nvuero YIMBUTeIbHOTO B TOM , ἯΤΟ 9170 OWMGOUHOe 3aMaBHe BBeNO B 
3a6sTyxKeHve Vi JleGenesy , KOTOpad MpM ΟΠΜΟΔΗΜΜ KOMeKCa OTMETHIIA., YTO Ha 
yoi.41-54 οὖ. HaxogNTca “OObaAcHeHWe My3bIKH" MoanuHa IDtycuagquHa u He 
γκδβαπᾶ Ha TpakraT [Icepgo-JjamackuHa MW ApyrMe My3bIKaIbHO-TeopeTHueckHe 
paOoTH , cosepxalillveca B 3TOM komeKce (cM.: /lebedesa H. Yxa3.cou., 205). 
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PAHK 63. 3aTem cnenyeT DaThb “O6ObaAcHeHHe My3bIKH" WMoanuHa 
IInycHagvHa , ΚΗΒΙΠΘΙῸ Kak pa3 Ha pyOexe BH3aHTHHCKOH HM NOCT- 
BH3AHTHHCKON 5ΠῸΧ, a ΠΟΤΟΜ - "BBeneHve" Kupwiia MapmMapui- 
cxoro (XVIII B.). 

Taka NOceOBaTeJIbHOCTh HCTOUHMKOB ClipabeyIMBa ὁ HCTOpH- 
yeCKOH TOUKH 3pCHHA HW yoOHa ΚἈΚ AJA BOCNPMATMS , TaK ἡ AIA 
KOMMEHTHMpoBaHHsA, MOCKOJbKy B 3TOM CyIyyae Nepew 4MTaTeJIem 
pa3BepTbIBaeTCA MepcneKTMBHaA KapTWHa COlMpsKeHHOCTH ΜΥ36ΡΙ- 
KaJIbHO-TeopeTHYECKMX NpecTaBeHHH B HMCTOPH4ecKOM BpeMeHH. 
KpoMe Toro, 3HaKOMCTBO C ΟΟΗΟΒΟΠΟΠΆΓΘΙΟΙΠΗΜΗ paGotamy [ices- 
jno-]lamMacKHHa HW ΔΗΟΗΗΜΗΡΙ͂Χ aBTOPOB B CaMOM Hayasie MOMOTaeT Cc 
SombuieH JIEFKOCTbIO OCBOMTb MaTepvan GOonee ΠΟΞΠΗΗΧ Μοτουῦ- 
HHKOB , KOTOPBIH HepeKO ABIIACTCA ΠΗῚΠΡ NOBTO- peHHeM ΠῊ 
pa3BHTHeM NONOKeEHMH , 3AaMMCTBOBAHHBIX M3 paHHHWx pa6oT. ΤῸ 
xe OOCTOATENLCTBO OKa3bIBAaeT ἨΘΟΠΘΗΜΜΥ NOMOLIb ἡ ΠΡῊ KoM- 
MeCHTHPOBaHHH TeEKCTOB , TaK KaK H30aBIAeT OT JIMUIHHX ΠΟΒΤΟΡΟΒ 
Η ocBo6oxaaeT OT TONKOBAaHHA MHOTMX @parMeHTOB TeKCTa , 4TO 
6buI0 6b1 HEOOXONMMO ΠΡῊ MHOM TlopsaKe nyOmMKyeMbIX MCTOY- 


HUKOB. 
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The Composition of RAIC 63 


"..A collection of liturgical manuscripts with notation signs 
consisting of 23 books was purchased from the heirs of the church 
precentor Keltzanides (μουσικοδιδάσκαλος TILT Κηλτζανίδης )).. 
Among them there is a hitherto unpublished treatise on church 
music written by Kiltzanidi himself, four different editions of "The 
Handbook on the Art of Music" ( "Σημάδια τῆς μουσικῆς τέχνης ” ) 
and a number of books of divine services, written on bombycine and 
paper, fairly legible and correct. This collection is likely to interest 
specialits on church music"!. 

This information was published at the beginning of the XX 
century in one of the reports of the Russian Archaeological Institute 
in Constantinople (RAIC), which, though having existed but for a 
short period, made a considerable contribution into European 
Byzantine studies*. Now, almost a century after the above- 
mentioned information was published, historians of music are 
beginning to take interest in this manuscript collection, for no 
musicological work, dealing with its materials, has hitherto been 
published. This part of the present book is the first attempt of such 
kind of research. 


1 Vispecrut PAMK 14,1909, 135. 
2 About the activity of the institute see: Παπουλίδης K. Τὸ Ρωσικὸ ᾿Αρχαιολογικὸ ὦ 
Ἰνστιτοῦτο Κωνσταντινουπόλεως (1894-1914). Θεσσαλονίκη 1984. ; 
: 394 
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Of the 23 manuscript books, mentioned in the report only 19 are 
recognized as belonging to the collection of Panagotes Keltzanides?. 
Among the four manuscripts that are missing (or for some reason 
have no P.Keltzanidies' ownership mark and , hence, are not 
numbered among the manuscripts of the collection) there is no 
treatise by P.Keltzanides himself*. 

Among these 19 codexes there is one, which almost entirely deals 
with the works on musical theory: it is RA/C 63. Judging by the 
paper and the handwriting, the manuscript was written not later than 
the last quarter of the XVIII century>. Folio 1 has the ownership 
marks of Panagotes Keltzanides: (ΧιΠαναγιώτης Γ. Κηλτζανίδης. 
Προυσαεὺς μουσικοδιδάσκαλος ), next to it the date of his death is 
written in another hand ( + ti 18 NospBpia 1896 ) and somewhat 
further it is written: K. Γ. Κηλτζανίδης 23.XI1.97. There is a note in 
Arabic on folio 28v®. and another one in Italian on fol.557. 

The first half of the codex (foi.1-40 v.) deals with the exposition 
of the address to the Metropolitan of Derkon Samuel and the work 
on musical theory by Cyril of Marmara (for more details about it see 
Chapter 4). 

Further, on fol. 41 the title is found:" Tod λογιωτάτου Ἰωάννου 
ἱερέως Πλουσιαδινοῦ ἑρμηνεία τῆς μουσικῆς ".-"The Explanation of 
Music by the Wisest Ioannes Plousiadenos, the Priest". However, 
having read the opening passage, which follows the title, anyone who 


3 See: Jlebedesa H. [peueckve pykoruen. Jlenuurpagx 1973 (OmucaHve pyKOIMMCcHorTo 
otnmena BuGnmmoTekH AkateMHH Hayx CCCP, 5), 88,137,138, 142,145, 160,178,181, 
182,184,194, 198,201-205. 

However, it remains unclear what is implied in the Report. “Diatnbes" by 
P.Keltzanides had been published long before his manuscript collection was taken to 
RAIC (see, for example: ζηλτζανίδης IT 1. Διατριβαὶ περὶ τῆς Ἑλληνικῆς 
ἐκκλησιαστικῆς μουσικῆς. “Ev ΚΠόλει 1879. Idem. Μεϑοδικὴ διδασκαλία ... τοῦ 
γνησίου ἐξωτερικοῦ μέλους. Ἐν ΚΠόλει 1881). Could some other work or a manu- 
script of the treatise already published be implied in the Report? This is still to be 
established by the researchers of manuscript. 

See: Oeyunxnuxoesa-TTeuxn B. ΟΒΟΠΗΒΙΝ KaTaior ΜΟΠΠΆΒΟΚΗΧ PYKOINIMceH, xpaHs- 
uuuxca B CCCP. Koiexuuwa Hoso-Hameikoro mMonactnipa (XIV-XIX BB). Ku- 
1wHHeB 1989, 393,N 25 (1781). However, I.Lebedeva (Op. cit.,205) claims that the 
RAIC 63 manuscript was written at the beginning of XIX century. Her viewpoint is 
shared by K.Papoulides ( Παπουλίδης K. Op. cit., 222). 

6 Hardly readable, it contains something like several Moslem postulates (of the kind: 
"The faithless go into religion” or "This world is long and that one is etemal’), 
perhaps wnitten in verse. 

In verse:" Quando spunta tn Ciel aurora...” 
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is familiar with the monuments of Byzantine musicology, will find a 
well-known text there:" ὋὉρᾶς οὖν τούτων τῶν τεσσάρων καὶ Ev τῇ 
μουσικῇ τέχνῃ πνεύματα τέσσαρα λέγονται, & καὶ πρόσω ὁ λόγος 
εὑρύτερον διδάξει ἡμᾶς ". - "So you can see that [because of] these 

four [spirits], in the art of music the four spirits, which we shall treat 

at greater length later, are also mentioned”. This sentence and the 

following text prove that we have here the famous writing on musical 
theory, which is ascribed to John of Damascus and bears no relation 
to Ioannes Plousiadenos. Moreover, this treatise is succeeded by a 
series of other opuses on musical theory, which were widely spread 
in Byzantine and Post-Byzantine church practice. And only at the 
very end of the manuscripts, on fol. 52-54 v. the text of Joannes 
Plousiadenos does appear. 

It is difficult to say with certainly now what caused the scribe's 
misunderstanding. We can only guess the reasons for it. Following is 
one of our conjectures. 

The fact is that the text of the treatise, ascribed to John of 
Damascus, is not given from its very beginning in RAC 63. Its 
generally accepted preface, missing in our manuscript, points out 
that John of Damascus is the author of the work: " Τοῦ ὁσίου πατρὸς 
ἡμῶν Ἰωάννου τοῦ Δαμασκηνοῦ ἐρωταποκρίσεις τῆς παπαδικῆς 
τέχνης “" - "The Question-and-Answer Dialogues on the Art of 
Papadike by Our Holy Father John of Damascus". But the scribe of 
RAIC 63 is likely to have had an imperfect manuscript at his 
disposal, where not only the first sentence but the whole first part of 
it (which is rather extensive at that, and will be given in full below) 
is missing. Thus, it is natural that the scribe of RAIC 63, not having 
the first sentence in front of him, naturally wanted to ascertain the 
name of the author and the title of this work. With this purpose in 
view he tumed to the very end of the manuscript trying to find the 
name of the author of the text there. There he read that the text " ... 
πεπόνητα καὶ συντέτακται παρὰ τοῦ ἐλαχίστου τῶν ἱερέων Kal τῶν 
ἐμπείρων ἐν μουσικῇ κυρίου Ἰωάννου ἱερέως τὸ ἐπίκλην ἔτυχε 
Πλουσιαδινός " - " ... was done and composed by the most humble 
among the priests and those versed in music, Ioannes, the priest, 
who got the knickname of Plousiadenos." 

Thus the name of the "author" was discovered. Now our scribe 
was to ascertain the name of the treatise and he started leafing 
through the manuscript from the end, where he had seen the name 
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of the "author", to the beginning. As a result, having read several 
folios he came across a phrase which could be easily interpreted as 
the title: " Ἑτέρα παραλλαγή, ἥτις λέγεται ἑρμηνεία τῆς τέχνης ”. It 
contained the word ἑρμηνεία (“exposition”), so widely spread in the 
handbooks of that time. The contents of the treatise made it possible 
to specify the whole phrase, and τῆς τέχνης was replaced by a more 
difinite τῆς μουσικῆς. Thus, the title of the treatise by Ioannes 
Piousiadenos, having been placed on fol. 41 by the scribe, became 
the title of the whole code of works on musical theory, given on 
fol.41-54v. of RAIC 63. Such supposition is but one of the possible 
versions which explain the appearance of the erroneous title®. 

The part of RAIC 63, dealing with musical theory, is followed by 
two blank folios and then, beginning from fol. 56 to fol.85v., the 
reader is offered " Εἰς ἅπασαν τὴν λογικὴν tod ᾿Αριστοτέλους 
μέϑοδον προδιήγησις εἰϑ > οὖν εἰσαγωγὴ συντελεῖσα παρὰ κὺρ 
Γεωργίου Σουγδουρῆ τοῦ ἐξ Ἰωαννίνω “- " The Preliminary 
Exposition of the Method or the Introduction into the Complete 
Logics of Aristotles, Made by Georgios Sougdoure from Yanina’. 

Such is the composition of RAJC 63 in general. 

In the present book only those fragments of this codex which 
have some direct bearing on its subject are published. Hence, “The 
Introduction into the Logics of Aristotles" , being an object of study 
for philosophers, remains outside the domain of musicological 
interests. 

It seems reasonable to publish the sources of RA/C 63 in order of 
succession other than stick to the one given in the manuscript. It 
would be most desirable that the historical principle be followed here 
and that earlier compositions be placed first, among them the 
treatise, ascribed to John of Damascus, of course, and a series of 
other works standing next to it in RAIC 63. Then " The Explanation 
of Music” by Ioannes Plousiadenos, who lived at the turn of 
Byzantine and Post- Byzantine periods, should be place before “The 
Introduction" of Cyril of Marmara (XVIII c.) . 


8 it is small wonder that this erroneous title should have misled I. Lebedeva who noted 
in her description of the codex, that it was " The Explanation of Music” by Ioannes 
Plousiadenos on fol. 41-54 v. and did not point out the treatise of Pseudo- 
Damascene and other works on musical theory included in this codex (see: Je6edeea 
H. Op. cit., 205). 
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The publication of sources in this succession is correct from 8 
historical standpoint and convenient both for apprehension and 
comment, since in such case a complete prospective scene of various 
concepts of musical theory existing in historical time displays itself to 
the reader. Besides, the preliminary acquaintance with the funda- 
mental works of Pseudo-Damascene and anonymous authors, helps 
to apprehend the material of the later sources which often turns out 
to be but the repetition or the development of the principles 
borrowed from the earlier works. It also gives invaluable help in 
making comments on the texts, for it spares unnecessary repetitions 
and frees from interpreting many fragments of the text, which would 
been indispensable if the sources had been published in a different 
order of succession. 
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Inaea IT: 


[Icepno-JlamackWH WU Jpyrue 


CamMble paHHHe 3 W3BeCTHBIX cewuyac cCIMCKOB TpaKrTatTa, 
ΠΡΗΠΗΟΒΙΒΔΙΟΙΠΉΧΟΣΥ WoaHHy ΠΆΜΔΟΚΜΗΥ, OTHOcaTcA K XV Beky. 
OnMH M3 HX HaxogutTca B Codex Bodleianus 38 (ol. 3373), HatM- 
CaHHOM HeKHM "HepoMoHaxoM H yanTesiem IlankpaTuem" (Ilayxpa- 
τιος ἱερομόναχος καὶ καϑηγητής )!. B 3TOM KogleKce BMecTe ὁ TpaK- 
TaToM I[Icesno-JJaMackvHa WaeTcA MW COUMHEHHe MepomMoHaxa [88- 
punnia . Jipyroh cmvcok cofepxutca B Codex Dionisius 570, natu- 
ΡΥΙΟΙΠΘΜΟΗ͂ KOHYOM XV Bexa?. Ero co3gatenem 6bu1 Moann Ππηπγ- 
CHaNHH , KOTOpbIM KpOMe TpakKTaTa tod ὁσίου Kai ϑεοφόρου πατρὸς 
ἡμῶν Ἰωάννου τοῦ Δαμασκηνοῦ ΒΚΠΙΟΜΠ B ΚΟΠΟΚΟ TeopeTu4ecKHe 
counHeHHa MoaHHa Jlackapuica, WepomMoHaxa ΓΆΒΡΗΗΠΑ Ἡ, Κο- 
HeqHO, COOCTBEHHBIH Ollyc, a TakKxke ΠΟΠΡΙΪ pal "MeTONOB", Hc- 
ΠΟΠΕΒΒΟΒΩΒΙΠΗΧΟΣ B ero BpeMA ΠΡῊ ObyyeHHH MeBYeCKOMY Jelly 
(oqpo6HO 06 9ΤΟΜ CM. BCTYMHTeNbHbIM oyepK Καὶ raBe "OOpsc- 
HeHHMe MckyccTBa” Moauna IInycuaquna"). 

Vi3BpecTHO HeCKOJIbKO CMMCKOB cognHeHHA [IceBgqo-/jamacKNHa 
XVII Bexa. Το, mpexae Bcero, Codex Constantinopolitanus 811, 
omvcaHHbiit A.Tlanagonyno-Kepamescom? ἢ yYacTH4HO Οπγυόπη- 
KOBaHHbIM ~XK.-b.Tu60*. 3arem cnenyeT Ha3BaTb Codex Jerusali- 


! Coxe H. Catalogi codicum manuscriptorum bibliothecae Bodleianae. Pars prima. 
Oxonii 1853, 602-603. 

2 »στάϑης [p. Ta Χειρόγραφα ..., 698. 
Παπαδόπουλος - Κεραμεὺς Ἢ Ἱεροσολυμιτικὴ βιβλιοϑήκη. ΤΙ.Πετρούπολις 1915, 


321. 
4 Thibaut J.-B. Traites de musique byzantine. Codex 811 de la Bibliotheque du Meto- 


chion du Saint-Sépulcre, Constantinople // ROC 6,1901, 598-609. 
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mitanus 332, Takxe omnvcaHHbiit A.Ianagonyno-KepaMescom> M 
4WacTHYHO onyONHKOBaHHEI XK.-b.Pe6ypom®. BeposxtHo, HMCHHC 
9ROT ΚΟΙΘΚΟ BHgen B Mepycanume [lopdupuii YcneHcKui, paGo- 
7TaBLUHH B G6MOAMOTeKe CBaTorpo6cKoro ΜΟΗΔΟΤΡΙΡΗ HW NMeperiH- 
CbIBaBlUHH ero aia ce6a’. Tlopd@upni YconeHckui Takxke CooOmLHA, 
ἯΤΟ OJHH COopHHK XVII Beka c TpaktraTom I[Icepgo-JlamackKHHa 
6ELI MogapeH emy B BaTonengckom MoHacThipe®. JI.Tapno omy6s1H- 
KOBaJI TEKCT Tpakrata IIcepgo-JlamacknHa mo kogexcy XVII Beka - 
Codex Lavra 1656’. U3snectex euie ofMH crucoK XVII Beka B Codex 
Koutloumousius 46]'°. Tunbom ΑἨπρ9 Bwwioto pabotan c STHM 
COUHHEHHeEM Mo KanpcKoHw ΡΥ̓ΚΟΠΜΟΜ, KOTOpas, BO3SMOXHO, TaKoKe 
Obuia co3qaHa B XVII Bexe (1614 r.)!!. 

B Hay4wHoH jMTepaType ὙΠΟΜΜΗΔΠΜΟΡ M ΚΟΠΘΚΟΡ XVIII Beka, 
cowepxallnve TpaktaT IIcepgo-Jlamackuuna: Codex Docheiarius 31&*, 
Codex Atheniensis 96513, Codex Iviron 12794, 

Takum o6pa30M, cnvicku counHeHHa Tcepgo-JlamacknHa 2ocTa- 
TOYHO M3BecTHI. Ho 3To elle He O3HaYaeT, YTO CaM TPaKTaT XOPO- 
110 H3yyeH. Kak pa3 HaoG6opot. HecmotTpsi Ha To, 4TO ero ΠΟΟΤΟΞΗ -- 
HO YMOMHHAIOT, a OTPbIBKH 9,3 HeFO YacTO UWHTUpyloT, CaMO TIpo- 
H3BeNeHHe HMCCIeqOBaHO CJIMIMIKOM MayIO MH TaHT B cebe MHOTO 
3saramoK. Ero w3yyeHHe B 3HaYHTeNbHOM cTeneHH 3aTpyqHAeTCA 
ΤΟΜ, ἯΤΟ MO CHX ΠΟΡ OTCyTCTByeT KPHTMYeCKOe H3aHHe TeKCTa, 
KOTOpoe yYHTIBAJIO ObI PAaSHOUTeEHHA BCeX H3BECTHBIX B HaCTOAWIeEEe 
BpeMA CMHCKOB. Tonbko Mocne ocyilecTBIeHHaA ΤΆΚΟΙΟ ΜΞΠΘΗΗ͂ΣΙ 
MOXHO 6yeT ΠΡΗΟΤΥΠΗ͂ΤΕ Καὶ NOATHHHOMY H3y4eHHW 3TOTO HCTOU- 
HHKa. 


5 ς Παπαδόπουλος- Κεραμεὺς A. Ἱεροσολυμιτικὴ βιβλιοϑήκη. Τ.Α.Πετρούπολις 1891, 376. 
6 Rebours J.-B. Quelques manuscrits de musique Byzantine. Ms. 332 de la Bibliothéque 
du Saint-Sépulcre de Jérusalem // ROC 9, 1904, 299-309; 10, 1905, 1-14. 
7 HopQupuu Venencxudi. Ctuxupapuute πατεῖ // ΤΚΙ͂Α 1878, N 7, 69-70. 
CM. Tam xe, 69. 
? Tardo 206-220. 
10 Παπαδόπουλος- Κεραμεὺς A. Βυζαντινῆς ἐκκλησιαστικῆς μουσικῆς ἐγχειρίδια // BZ, 
1899, 113. 
1 Villoteau G. De [διαὶ actuel de I'art musical en Egypte // Descnption de l'Egypte. 
Paris 1809, 784-833. 
12 Στάϑης [p. Τὰ Χειρόγραφα ...A, 358. 
13. Σακκελίων 1 Κατάλογος τῶν χειρογράφων τῆς ἐϑνικῆς βιβλιοϑήκης τῆς Ἑλλάδος. 
Ἔν ᾿Αϑῆναις 1892, 174. 
14 Lambros S. Cataloque of the Greek manuscripts on Mount Athos. Vol.I. Cambridge 
1895, 318. 
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HackoyIbKO HM3BECTHO, JO CHX NOp HHKTO H He Noso3speBasl, ITO 
B PAHK 63 wmeetcsa ciMcok Tpakrata [Icegqo-JJamMackwHa, u6o 
HHKTO O HEM HHrae HM ΗΗΚΟΙΠΆ Ἡ He ynomuHan!>, ΠΟΘΤΟΜΥ ero 
nyOIMKauwMio A paccMaTpNBalO KaK ellie OHH War (ocyllecTB- 
IA€MbIM BCJIeq 3a XMK.-b.TH6o0, XK.-b.Pe6ypom u J.Tapyo) no 
MOJTOTOBKe KPHTHYeCKOrTO H30aHHA TpakTamTa. 

AsropcTso HMoanna JlamMackiwHa OTHOCHTeENIbHO 3TOTO COUMHEHHA 
BceIga BbI3bIBaNIO COMHEeHHe. Tak, ΒΆΠΡΗΜΘΡ, yxe B pyKomucu XV 
Beka Codex Dionisius 570 Woaux ΠΠΥΟΜΆΠΜΗ oTMeTH Ha 31.4, re 
HauYHHaeTCA H3NIOKEHME TeKCTa 3TOTO COUMHEHHA: " Ἐμοὶ οὐ δοκεῖ 
τὰ τοιαῦτα tod Serotatov Δαμασκηνοῦ εἴναι"}6 - "Mune He KaxeTca, 
ΤῸ 9TO [couHHeHHe] OoxecTBeHHOrO ΠΆΜΔΟΚΜΗΔ᾽. Takve xe CoM- 
He€HHA BbICKa3bIBasIM BCe Cepbe3Hble yYeHbie, W3yyaBlIve ΒΠΟΟΠΕΠ- 
CTBMM TpakTaT. JIia X.-b.TuH6o0 ΠΟΣΚΗΟΟΤΡ yrBepxaeHuA 06 aBTop- 
cTBpe _ MoanuHa JlaMackuHa Oba COBepLIeHHO OYeBHAHOM HW OH axe 
He C4YMTaJl HYXKHbIM JKCKyTHpoBaTb No 3sTomy ΠΟΒΟΠΥ 7. Ecnu xe 
OH ΜΟΠΟΠΒΒΟΒΆΠ TEPMHH “"HoTawMsa JJaMackunHa", cyleqyA TeM CaMbIM 
TpawHUMH, yTBepxaBlileicA B TpaKTaTe, TO TOMbKO JIA Toro, 
4YTOObI OCOObIM Ha3BaHveM ΟΟΟΒΗΔΎΜΤΡ OZHY PopMy BH3aHTHHCKOit 
HOTallHH, ΟΥ̓ΠΟΠΗΒ 66 OT Apyrow, KOTOpylo OH HMeCHOBa "HoTallHelt 
Kyxy3ea"!8. 2K.B.Tu60 cknoHeH 6bI1 cU¥HTaTb, YTO co3gaTeneM 
TpaKTaTa ObUI KaKOH-1H60 MOHAaX WIM yYUHTeb NEHA, KMBIUIM B 
XIV-XV_ 8585. XK.-B.Pe6yp Bepwi, 470, sBIaaCh BeNMYaluuM 
pedopMaTopom JIHTypruv ΒοΟΤοΟσ ΗΟ Lepxsu, MoaHy JlamacKun 
oKa3aJICA JIMIUb "“MOACTpeKaTeJIeM B ene ΘΟΒΠΔΗΜΗ TpakTaTa, Tak 
Kak ΘΟΠΡΙΠΟΘ MECTO, OTBEAEHHOe My3bIke B 6oxecTBeEHHO ciyx6e, 
Tpe6oBasIO H COOTBETCTBYIOWero TeopeTHYecKorO ΡΥΚΟΒΟΠΟΤΒΑΖΌ, 

Bonpoc o npwyacTHocTn ἤοδηηδ JJamMacknuHa kK co32aHHio 95ΤΟΓΙῸ 
COYUMHECHHA HEJIb3A PaccMaTPpHBaTb ΟΟΟΟΟΠΕΗΗΟ ΟἹ damasciana B 
BH3aHTMMCKOK WH MOCTBH3aHTHHCKOH MY3bIKaJILHOK ΤΡΑΠΜΠΙΜΗ. Berb 


IS Cm. CHOCKy 6 MpezbYLylleH ΓΠΑΒΡΙ. 
16 στάϑης Ip. Τὰ Χειρόγραφα ....Β, 698. 


17 Thibaut J.-B. Traités ... 596. 
8 Cu.: Thibaut J.-B. Etude de la musique byzantine. La Notation de Saint Jean Da- 


maskéne ou Hagiopolite // U3necrna PAMK II], 1898, 138-179; idem. Etude de la 
musique byzantine. La notation de Koukouzeles // Yoid. VI, 1901, 361-396; idem. 
La notation de Saint Jean Damascene: Les Martyries // BB 6, 1899, 1-12. 


19. τρίϑαμ! J.-B. Traités ... 596. 


20 Rebours 303-304. 
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26 3axas W° 2443. 


ΝΣ 
— 


TaM HepeqKO BeJIMKMH ped@opmMatop PurypHpyeT KaK aBTOp My3bIiKM 
necHOneHHi. 

JievicTBuTrenbHOo, ΜΗ YoaHHa JlamackKuHa jocTaTOYHO YaCcTO 
BCTpeuaeTca B rpeyeCKHX HOTHbIX pykonNcax. HanpHmMep, OHO TIO- 
CTOAHHO yMOMMHaeTCA B CBA3M C "B3bIBAIOLWIMMH" ( Kekpayapia, B 
PyCCKOM ΠΘΡΚΟΒΗΟΜ OOMxXose - "BO33BaXH"), a B OMHOM KOMEKCE 
XIX Bexa (Codex Konstamonitus 97) naxe mMluetca: ᾿Αρχὴ σὺν Θεῷ 
ἁγίῳ τῶν μεγάλων κεκραγαρίων, ὧν TO μὲν κείμενον κυρίου Δαβὶδ τοῦ 
βασιλέως, τὸ δὲ μέλος παρὰ κυρίου Ἰωάννου τοῦ ἐκ Δαμασκοῦ 2] - 
"Co CBATLIM boroM Hayasio ΘΟΠΡΙΠῊΧ "B3bIBAIOWIHX", TEKCT ΚΟΤΟΡ ΒΙ͂Χ 
ΓΟΟΠΟΠΜΗΔ waps ΠΆΒΗΠΆ, a My3bika rocnoqMHa HMoaHHa u3 Jlama- 
cka". Coo6uleHHe 0 TOM, 4TO MYy3bIKy ΗΔ ΠΗΟΔΠ MoaHH JlamMacKHH, 
TaK Ke ᾿ΠΡΩΒΠΟΠΟΠΟΘΉΟ"", kak WM yIBepxXeHHe, TO TEKCT HMCHHO 
"BSbIBalouHx'(!) HanMcan 6u6neiickuMh Wapb ΠΆΒηπ. 

Bmecte c TeM, CYLMeCTBYIOT pyKONNCcH, B KOTOpbIX Gomlee peasIb- 
HO OLWCHHMBaeTCA aBTOPCTBO MY3bIKM "B3bIBaIOWIMX". Tak, B Codex 
Docheiarius 40] ( nocneqHaa yeTBepTb XVIII B.) coo6ulaetrcss: 
"Kexpayapia παλαιά, ἀρχαῖα καὶ ϑαυμαστά, tod ὁσίου πατρὸς ἡμῶν 

Ἰωάννου τοῦ Δαμασκηνοῦ"22 - " JipepHve, crapHHHble H H3yMH- 
ΤΟΠΒΗΒΙΘ "B3bIBAalOWMe", CBATOTO oTUa Halllero HMoaHHa JIama- 
ckHHa". Codex Xenophontus 156 (kone XVIII 8B.) npeaqnocbinaet 
TeM Xe “B3bIBAIOWIMM" TaKHe CNOBa: "παλαιὰ καὶ Evteyva” κυρίου 

Ἰωάννου tod Δαμασκηνοῦ"25" - "ΠΡΘΒΗΜΘ H HcKycHble, rocneqtHwHa 
Moanua JlamacxnHa". Takve 3aronoBKM ΠΆΙΟΤ OCHOBaHHA ΠΡΕΠ- 
ΠΟΠΆΓΩΤΡ, ἯΤΟ B 3THX “B3bIBAIOWIMX" ΜΟΠΟΠΒΒΟΒΆΠΟΗ ΠΡΟΒΗΜΠ Ha- 
ΠΕΒ, BOWECTWIMH B WePpKOBHbIM OOMXOZ, BO3MOXHO, CO BPeMeEHEM 
pedopmnil MoaHna JlamackuHa (He ciygaHHo Gonee no3aqHHe Me- 
ΠΥΡΙῊ ΟΟΞΠΆΒΆΠΗ cBOM “apaHKHpoBKH"24 9ΤῊΧ “B3bIBAIOWHX" - 
ΟΡΟΠ HHX ΟΒΙΠῊ ΤΆΚΗΘ ΒΡΙΠΔΙΟΠΙΜΘΟΗ My3bIKaHTbl, Kak [letp Πεπο- 
noHHecckuh, Χρμοαῷ Hoss, ΓΡΗΓΟΡΗ JIporoncant u apyrne). 
[10- ΒΗΠΉΜΟΜΥ, c Tex Nop uMa ἴοδηηδ JlaMackuua οτᾶπο ΠΟΟΤΟΞΗ - 
HO WX CONpOBOXZaTb HW MOCTereHHO Hayalo BOCIPHHMMaTbcH ΚΩΚ 


_ Στάϑης Ip. Τὰ Χειρόγραφα ... A, 691. 
Ibid., I 578. 

23 Ybid., 11 117. 

24 9 MIpeKpacHoO MOHHMAN, 4TO MOHATHE "καλλωπισμός" MMeeT ΜΆΠΟ OGWIETO Cc Tem, 
ἯΤΟ MBI Mofspa3yMeBaeM ΠΟΙ͂ TepMHHOM “apaHKHposka”. Ho, kak MpescTaBiaetca, 
"apaHOKMpOBka’ - eXMHCTBEHHBIM eBpomeHcKHH cnelMasibHbIn TepMHH, KOTOpBIii 
XOTA OBI YCIOBHO cmocoGeH OTpa3HTb XyMOXKeCTBEHHO-TBOpYeCKHH aKT, ΟΠρε- 
JIesIAEMEIM Kak "καλλωπισμός". 


402 


HMA aBTOpa MY3bIKM. To Κ6 CA€MOC MOXHO CKa3aTb WH OTHOCHTEJIbHO 
“XepyYBHMCKOM", nmecHoneHua "Νῦν αἱ δυνάμεις" ( 06a BO BTOPOM 
ΠΠΔΓΆΠΒΗΟΜ HMxoce) H BCeX ΠΡΥΓΗ͂Χ ΜΥΞΒΙΚΆΠΡΗΒΙΧ Mpon3BeseHHH, 
ΠΡΗΠΗΟΡΙΕΒΔΙΟΙΠΉΧΟΣ pyKONMCHOK TpaynyHMen Voanny Jjamackuny. 

He MCKiIIOUeCHO, ITO B HEKOTOPBIX CJIy4aHX 3HAMCHHMTBIN παμᾶ- 
ΟΚΜΗΘΙΙ ΟΕ] ABTOPOM TeKCTa 3TMX MeCHONeHHH. Tak, H3BeCTHO, 4TO 
BOCKpeCHble CTHXHpbl, ΒΟΙΠΟΠΙΙΠΠΘ ΒΠΟΟΠΘΠΌΤΒΜΗ B ‘“AHacTa- 
cHMaTapun Xpucada Hosoro, ΠΡΗΗΔΠΠΟΣΚΑΤ nepy ἴοδηηδ Jlama- 
ckHHa. BnowHe BO3MOXHO, 4TO 6ΓῸ NOITHYECKHM ΤΆΠΔΗΤΟΜ ΟΟ3Π8- 
HbI TEKCTbI H MHOTHX ΠΡΥΓΗΧ MecHONeHHH. 

Muauye ΓΟΒΟΡΗ, pa6ota Moanna JlamacknHa no pedopme 6oro- 
CAYKEHHA CMOCOGCTBOBaIa TOMY, ἯΤΟ HEKOTOPble 93 MeCHONeHHH, 
BBEHCHHbIe TOMMa B ΠΗΤΥΌΓΜΙΟ, ChycTA CTONCTHA ΟΤΔΠῊ accouMH- 
poBaTbca C ero HMeHeM. 3160} cilelyeT TakKKe YYNTbIBATh, ὍΤΟ Ha 
IIpOTS>KCHHM DJIMTCJIBHOTO BPpeMeHH - 4YTA ΠΗ He ΠΟ X111 Beka, B 
ΡΥΚΟΠΜΟΣΙΧ, KaK lipaBwio, (PUKCHpOBaJIMCh TOMbKO HMeHa THMHO- 
rpacboB ( ὑμνογράφοι ) - aBTOPOB TeKCTOB, KOTOpbie ΚΠΆΠΜΟΡ πΗδο 
Ha TPaNHIUMOHHbIe WepKOBHble MecHoneHHsA, WH60 Ha HOByIO 
MY3bIKY, CO3ZaHHY!O ΟΠΟΙΜΆΠΡΗΟ ΠΠῊ ΗΗΧ pyKOBOAMTeEIAMH XOpos, 
OCTaBLIMMHCA HeM3BECTHBIMM WIA McTopHv. KoneyHO, MHora 
ΜΟΙΓΠΟ ObITb, ΤΟ CaM FHMHOrpad couwnHa My3bIKy. Ho Tenlepb yxe 
HHKTO HHKOFAa HE CMOXET BbIACHHTb, KOTO H3 HHX MOXKHO CUHTAaTb 
He TOJIbBKO aBTOPOM TeKCTa, HO HM co3gaTejeM Hanesa. B no3qHHe 
xe pyKOMMcH HX WMeHa ΠΟΠΆΠΡ 593 Gonee paHHHX ΚΟΠΘΚΟΟΒ. 
HayuunHaa c pyoexa XITI-XIII ΒΒ., ohm cMewmBannch c HMeHaMH 
MeJIYPrOB, MOAJIMHHbIX TBOPIOB MY3bIKH. BepoaTHo, ΤῸ xe CaMoe 
ΠΡΟΒΟΙΠΙΠΟ HW c HMeHeM Moana JlamMackuHa. ActouHuKn, 61u3Kve 
ΠΟ BpPeMeHH K €FO X%KH3HH, HH CJIOBOM He yka3bIBalOoT Ha ΗΘΙῸ Kak 
Ha apTopa My3bIKH. Co3yaTemb "KuTua Cs.Credana" Crean 
(sropaa nonopyuHa VIII B.) mMWweT Ο ΗΘΜ ΤΟΙΡΚΟ KaK O "CaMOM 
yBakaeMOM HM Mypeliuiem” (Ὁ τιμιώτατος καὶ cogatatoc")2>, a 
®MeodaH ἤἤἥοποβοπημκ (752-818) - TonbKo kak o “Hawy4lem 
yuntene" ( "διδάσκαλος ἄριστος" )2© Jlaxke 3HaYHTeIbHO o3xKe 
HoaHH 30Hapa HMYerOo He cooOmlaeT O HEM KaK O My3bIKaHTe2’. 
JImuib coBapb “Cana” (X B.) BHepBbIe yMOMHHacT O HEM KaK 06 " 
olapeHHOM MyxXe, ΠΡΙΠΆΠΙΘΜ MpeKpacHOH My3bIKOH" (" πνέων᾽ 


25 Stephani Constantinopolitani Diaconi Vita S.Stephani Junioris // PG 100, 1120 A. 
6 Theophani Chronographia // PG 108, 824, 841 A-B. 
7 Joannis Zonare Annalium XV 6 // PG 134, 1332 A-B. 
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μουσικὴν... τὴν évappdviov")?8, a BH3aHTHiicKHH xpoHNcT Feopruii 
Keazpuu (py6ex XI - XII ΒΒ.) - yxe Kak o "μεποιθ 2. Ykpen- 
JiA}OUMNca aBpTopuHtTeT MoanHa JlamMackKuwHa HM CnaBa O ero ΠΟΗΤΘΠΡ- 
HOCTH ΠΟ ΥΠΟΡΗΠΟΊΘΗΜΙΟ JMTyprun cioco6cTBoBasIM TOMY, ἯΤΟ EMY 
CTaIH ΠΡΗΠΗΟΡΙΒΩΤΡ WM aBTOPCTBO MyY3bIKH NeCHOMeHHH, ΤΟΚΟΤΡΙ 
KOTOpbIX OH ΟΟ3ΠΆΠ HIM ΠΡΟΟΤῸ BBesl B GorocnyxKeHHe. Β CBA3H c 
3TMM OOpallaeT Ha ceO6A BHHMaHHe Ἡ TO, ἯΤΟ MHOTMe MeCHONEHHA, 
HalicaHHblie HeKHM WMoaHHomM Mouaxom, no TpaqHWHH Takxe 
C4UMTaloTcaA co3qaHHsMH VMoaHHa JJamacxnHa?®, Tlo-BHaqHMOMY, 
MoaHH Mouax ΠΡΜΗΔΠΠΟΣΚΔΠ Κα ΜΟΠΥῪ MYy3bIKaHTOB, COUAHABIIAX 
MYy3bIKy K TeKcTaM MoaHuHa JlJamackHHa, HMeHa KOTOPBIX, OHAaKO, 
3aTMHI BIOCIIeACTBHE ΟΡΘΟΠ ΟΠΆΒΡΙ, CHABLUIMM BOKpyr JIMUYHOCTH H 
MMeHH ΞΗΔΜΘΉΜΤΟΓΟ FHMHOrpada”!, 

ἯΤΟ xe KacaeTCA MY3bIKaJIbHO-TeopeTHYeCKOTO TpakTaTa, ΠΡΗ- 
MMcbiBalouweroca MoauHny JlamackuHy, To 3Π60» c ΠΡΟδΠΕΜΟΙ͂ er©ro 
aBTOpcTBa Bce OOcTONT ΓΟΡᾶ3ΠῸ ΠΡΟΙΙΘ. Ecnu ΟΥ̓ΠΗΤΕ Mo TeKCTYy, 
MMeWIIeMyca ceH¥ac B HalIeM paClops>KeHHH, TO OCHOBHOEe ΕΤἸῸ 
cOonepxKaHHe CBA3aHO C W3JIOKECHHEM CHCTeMbI cpeqHeBH3aHTHi- 
CKOH HOTalHH, O cyllleCTBOBAHHH KOTOpOH 6orocnoB u3 JlamMacxka 
axe He MOF OraqbIBaTbcA, Tak KaK ΟΗΔ ΗΠ BXORHTb B 
mpaKTHKy He paHee XII Beka, To ecTb Goyee 4eM 6063 YETbIpe 
cTOJIeTHA Mocne ero cMepTu. [IpaBoa, MHOTMa B TeKCTe MOXHO 
YCMOTpeTh ΟΠΟΠΡῚ ONMCaHHA GosIee APeBHeH NateoBH3aHTHUCKOL 
HoTauMH. Ho, kak M3BeECTHO, MH OHa Hayasla HMCNONb3OBaTBCA He 
paHee pyOexa [X-X BB. 3HauNT, H Ο HEH OH He MOF HHYEIO 3HAaTH. 
CrleMOBaTeIbHO, OCHOBHOe cCosepxaHve ΗΡΙΗΘΙΠΉΘΙῸ TeKCTa Tpak- 
TaTa He NpHHagnexut Moanny Jlamackuyy. KoneyHo, Β ΗΔ ΔΠΡΗΡΙΧ 
ero pa3iqelax BCTpedaloTcCA pa3MbIWWIeHHA O AyXe WM LWMTaTbI v3 
COUMHEHHH OTIOB ΠΟΡΚΒΗ, ΗΒΙΠΗ͂Χ paHee VMoaHHa JJamacknHHa. 
ΠΡῊ cTpeMieHHW BO ἍΤΟ ObI TO ΗΜ cTasIO BeCTH IpoMcxoxdeHHe 
Te€KCTa TpakTaTa OT peqbopmatTopa wu3 JJaMacka, UX MOXKHO pac- 
CMaTPHBaTb KaK BbIWegWMe M3 Nox ero nepa. Ho 3TH OTpHIBKH 
MMCIOT MaO OTHOWECHHA Καὶ OCHOBHOMY MY3bIKaJIbHO-TeOpeTH- 
4eCKOMY COZeEpxXaHHlo TeKCTa, KOTOPbIM MbI ΟΘΙΌΠΗΣ pacnomaraemM. 


28 Suidae Lexicon, ex recognitione Im.Bekkeri. Berolini 1854, 545. 
Georgii Cedreni Historiarum compendium // PG 121, 877 A. 

30 Cm.: Stohr M. Johannes Damascenos // MGG 7, 88. 
O qbakTax, HUVIOKeHHEIX B 9ΤῸΜ aO3alle, a ye mucan, cm.: lepyman E. Bus3an- 
THHCKOe MY3bIKO3HaHHE, 136. 
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be3ycNoBHO, 3285 ocOOeHHOCTH CYIIeCTBOBaHHA MY3bIKaJIbHO- 
TeOpeTHYeECKHX PYKOMNceh WM YacToe HX “OCOBpeMeHHBaHHe , 3aBH- 
calliee OT aKTyaJIbHbIX MoTpeOHocTeH MY3bIKaIbHOM XH3HH (CM.: 
"DparMeHT u3 CTuxupaps Heoduta, vepomMoHaxa u3 JJamacka’"), 
MOXHO BBICTPOMTb OCcTaTOUHO ΠΡΩΒΠΟΠΟΠΟΟΉΨΙΟ TunoTe3y Oo 
‘ipeo6paxeHHn” Tekcta HoaHHa JlaMacknHa. 

B mpouecce mpoBpeqeHHa pedopM AMTyprMH ΠΟ ΟΤΒΗΤΘΠΒΗΟ 
Ha3peJia HeOOXOAHMOCTS B ΟΠΘΙΙΜΆΠΒΗΟΜ COUMHEHHH, OCcBelllaBlIeM 
WesIM, 30 ΠΣ WM OCOGeHHOCTH MY3bIKaIbHOTO ΟΦΟΡΜΠΘΗΜΗ O6oro- 
CIYKCHHH. ΒΟΞΜΟΣΚΗΟ, ΤῸ TaKOH Olyc Ob co3qaH WH60 caMyuM 
VYoaHHOoM JlaMacKHHbIM, JIM60 KaKHM-TO MY3bIKaAHTOM H3 eFo 
OKpyKCHHA. ΤΟ COUMHeEHKMe MOTO ΒΚΠΙΟΤΔΤΡ B CeOs WBA OCHOBHBbIX 
pasgena. B O2HOM MH3iaraiocb ONMCaHWe MyY3bIKaJIbHbIX ΚΔΗΡΟΒ, 
UcCHONbSOBaBWIMXCA B ΠΗΤΥΡΓΜΗ αὶ “coOOpeHHoe” cepHen cooTBeT- 
CTBYIOIUMX WHTaT H3 TpyfOB OTUOB epKsH (Ηδποποῦμε Tex, 
KOTOpble HM ceHyac MpHCcyTcTByIOT B Haase TpaktaTa). ΤΌΜΟΝ xe 
ΒΤΟΡΟΙῸ pa3flesla COUMHEHHA ΠΟΙΌΚΗΟ ObLIO ObITh TO, ἯΤΟ MMEIIO 
HEMOCpeACTBEHHOe OTHOLeHMe Καὶ peMecsy MeBYero, ero 3aayaM B 
mMTyprum. ΒΠΟΠῊΘ ΠΟΠΥΌΤΗΜΟ, ἯΤΟ 30eCbh peyb ΜΟΙΓΠᾺ HATH Ἡ Ο 
KaKOH-TO ΡΑΞΗΟΒΗΠΉΟΟΤΗ HOTalHH, Η O ΜΗΟΓῊΧ ΠΡΥΓῊΧ cyry6o 
lipodecCcHOHaJIbHbIxX NWpobmemax. C TeyeHveM ΒΡΟΜΘΗΗ ΒΤΟΡοΐ 
ΡΆ3ΠΕΠ OOHOBJIAJICH WM MeHSAJICA B 3aBMCMMOCTH OT H3MEHEHHI, 
IIpOHCXOAHBUIHX B MY3bIKaIbHOM ΟΟΉΧΟΙΘ ΠΟΡΚΒΗ. ΒΕ ΠΡ, Kak yxe 
yIOMHHasioch, WH B ΗΡΙΗΘΙΠΗΘΜ TeKCTe COYMHEHHA BCTpeyaloTca 
(pparMeHTBI C OIMCaHHeM ΠΑΠΘΟΒΗΒΘΗΤΗΪΟΚΟΙ͂ ΒΟΤα μη. OHM MorT- 
ΠΗ ΠΡΗΜΤΗ Ha CMeHYy TOMY MY3BIKaJIbHO-TeopeTHYeCKOMy MaTe- 
pany, KOTOpbIM ObUI akTyayieH ΠΠῊ MY3bIKAHTOB-IIpaKTHKOB Bpe- 
MeH pecdbopmMbl MoaHna JjJaMackwHa 4M, KOHe4YHO, 3aHMMasl Bce 
MecTO TpakTaTa, MNpeHasHayeHHoe WIA TaKUXx Naparpados. 3atTem, 
OIATb-TaKH C H3MCHEHHeEM MYy3bIKaIbHOHM ΠΡΆΚΤΗΚΗ, OHH MocTe- 
IlGHHO CTaJIM YMCHbIUAaTbcAH, TeCHHMble HOBbIMH My3bIKaJIbHO- 
TeopeTHYeCKMMH “TipaBWlaMH", ABAAIOWIMMMCH cieqCTBHeM H3Me- 
HAIOLUMXCA TMeBYeCKMX peanbHocTeH. UW B TaKOM Buse STOT TpakKTaT 
Mor JOHTH ΠΟ Hac. 

Bce ἩΞΠΟΚΘΗΗΟΘ 37ecb - He Gonee, 4¥eM NpeanooxeHHe. Ἧτο 
xe KacaeTCH TOTO COUMHEHHA, KOTOPbIM MBI paciionaraemM ΟΘΤΟΠΗΡ, 
ΤΟ OHO, GeCCNOpHO, He ΜΟΙΠΟ ObITb HalicaHo MoaHHoo /JiamMackyu- 
HbIM; ΠΡΥΓΆΗ TOUKA 3peHUA MpocTo HeBO3MOXHAa. 

IIpu u3yyeHHu Tpaxktata IIcepgo-/jaMackuHa MbI ΟΤΑΠΚΗΒΆΘΜΟΣ 
ς pa3sIH4HbIMM TPYAHOCTAMH ἡ Mepkad M3 HUX 3akIOUacTCA B TOM, 
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ἯΤΟ MpaKTHYeCKH HE€BO3MOXHO yCTaHOBHTb KOHell ero TeKcTa. DTI 
CBA3aHO C TEM, ἯΤΟ 3a4acTylO OH ΒΧΟΠΗΤ B PyKONNCH, BKIOUaAIOLUHE 
B σύμ HECKOJIbKO MY3bIKaJIbHO-TeOpeTHYCCKHX COUMHEHHH. Taxkite 
KOJ€KChI CO32aBasIHch AIA Toro, 4YTOOKI cobpaTb B OZHY KHHTY 
OOLIMPHBIH MaTepHasI, H3y4eHHe ΚΟΤΟΡΟΙῸ cnocoGbcTBOBaIO ObI 10- 
CKOHaIbHOMY H3y4eHHWO MpeyzMetTa. Hepenko 3TH cOopHHKH KOM- 
TIOHOBaAJIMCh TaK, ἯΤΟ TpaHHIbl MEXDY COUMHEHHAMM HW Me pe XOLb 
MeXIY HHMH He OBLIM OTMeYeHbI, H TeEKCT ΠΡΟΠΡΒΙΠΥΠΠΘΙῸ MWIaBHC 
ΠΟΡΟΧΟΠΗΠ B ΠΟΟΠΟΠΥΠΙΠΗΪ. NMHorga xe, NposaBiaa coOcTBeHHYH 
MHMUMaTHBy, MepemMCYHKN CaMOCTOATeJILHO BCTaBIMIH HasBaHHs 
JIA ΟΥ̓ΠΒΠΡΗΡΙΧ ΡΆ3ΠΘΠΟΒ OFHOTO HM ΤΟΙῸ xe co“uMHeHHA. EcsmM xe 
y4ecTb, ἯΤΟ B OOJIBLUIMHCTBE CyYaeB 3TH COYMHCHHA AHOHHMUHUBIE ἢ 
MMA aBTOpa OTCYTCTBYeT B efo Havasie, TO ΠΡῊ 3HAaKOMCTBe C ΠΒΥΜΞΕ 
ΠΟΟΠΟΠΟΒΑΤΟΠΡΗΒΙΜῊ YaCTHMHM TeKCTa HepeKO co3fqaeTCA Takas 
CHTyallMA, ΚΟΙΠᾺ ΠΡΗΧΟΠΉΤΟΣ 3alyMbIBaTbCA, HMECeM ΠΗ MbI CJIO ὁ 
XBYMA ΡΆ3ΠΟΠΆΜΗ OJHOTO COUMHEHHA WIM C pa3yIMYHbIMH OMyCaMu. 
Β ΤΟΙ ΠΟΠΟΟΉΡΙΘ ΡΥΚΟΠΗΟΗ ΠΡΕΒΡΔΙΠΘΙΟΥΤΟΙ͂ B KaneHsockon TMapa- 
rpajoB HM COYHHEHHH, MWe ΚρΑΪῊΘ ΞΔΤΡΥΠΉΘΗΟ BbISBICHHeE HX 
rpaHuu. ConoctaBleHve Ke pa3IMYHbIX pykKoNiceM He Bcerma σπο- 
COOHO AaTb HajlexKHble cBeqeHua. Tak, HampuMep, Codex Lavra 
1656, ἩΒΠΑΙΘΙΟΙΠΜΗ TekcT TpakraTa TIcepgo-JlamacKHHa, Mmoczie 
ΟΠΡΘΟΠΘΠΘΗΜΗ͂ TOHOB HW ΠΥΧΟΒ MpoBo3riallaeT Ha3BaHHe HOBOTO pa3- 
nena" Περὶ ἤχου καὶ μέλους"52. OnHako Codex Constantinopolitanus 
S11 uv PAHK 63 u3naraioT TOT Ke ΘΔ ΜΒ TeKcT 663 9ΤΟΙῸ 3amiaBHs. 
Yepes HecKombKO ΠΗΌΟΤΟΒ Codex Lavra 1656 naeT HOBOe 3arniaBHe 
"‘Epunveta étépa"33, Ono npucyrcrByeT ἡ B PAHK 63 (1.45 06.), a 
B Codex Jerusalimitanus 332 tor xe CaMblii TeKcT H3laraeTCA He 
TIpepbIBaich, 063 HOBOTO 3araBHa. AHaJIOTHYHbIX MpHMepoB MO>x-o 
TIpPMBeCTH MHOTO. OHH CBHACTENbCTBYIOT O TOM, HaCKOJIbKO ΤΡΥΠΗΟ 
MOpoH OblBaeT yCTaHOBHTb TpaHHUbI ΚΘΌΚΠΟΙΟ HOBOrO COUMHEHHA, 
BKIIOUCHHOTO B CBO, TeOpeTH4eCKHX TpaKTAaTOB. 

To xe caMoe NomyaHsioch HM c counHeHMemM [TIcenqo-JlamacKuna 
B PAHK 63. Ilostomy eqMHCTBeHHOe, ἯΤΟ MOXHO CAelIaTh, - 93TO 
YCIOBHO O603HaYMTh pa3sieybl TeKcTa, HaYHHaA OT CaMbIX TlepBLr 
COB TpaktaTa IIcepgo-JjamacknHa (1.41) BIVIOTh πὸ COYWMHEHHS 
Moauna [Inycuaguna (11.51 06.). Takoe meneHve OCHOBbIBaeTCA Ha 
3arylaBHAX CAaMOM PyKOMNMCH HW Ha COsepxKAaHHH TeKcTa. B pe3y1bTaTe 


32 Cm.: Tardo 210 
33 Ἰριά., 220. 
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o6HapyoKHBaeTcsA, 4TO Ha yKa3aHHbIx WHcTax PAHK 63 naxogutca 7 
NOCTaTOUHO ABTOHOMHBIX COUMHEHHH: 


Hayao Oxonyanne 
1- ππ.41-45 06.: Ὁρρᾳς οὖν τούτων τῶν .... φερὲ δὴ καὶ ἐν 
τεσσάρων καὶ ἐν τῇ τοῖς πρόσω βαδίσωμεν. 


μουσικῇ πνεύματα τε-- 
σσάρα λέγονται ... 


2- ππ.45ο6.-46οδ.: ἝἙρμηνεία ἑτέρα ὦν NHOAPYOV τρεμουλι-- 
κόν, τζάκισμα. 
3- ππ.46ο6.-47: Ἑτέρα ἑρμηνεία τοῦ ον συνηγμέναι ἀπὸ τῆς 
αὐτοῦ ποιητοῦ μίας μέχρι τῶν ἑπτά. 
4- ππ.47 - 49: Διαίρεσις μουσικῆς ων ὁ ἑρμηνευτὴς αὐτὰς 
ἀκριβῶς ἐδίδαξε. 
5- ππ.49 - 50: Περὶ τῶν ἐναλλαγῶν ... καὶ λοιπὸν δεικνύω 
τῶν ἤχων σου, ὅτι συμψάλλεται. 
6- π.50 06.: Ἑρμηνεία τῆς παρα- ὧς ἀλλὰ καὶ εἷς τὰς πα-- 
λλαγῆς οὗ Κουκουζέλους ραλλαγάς. 
7- ππ.50ο6.-51ο6.: τὸ ὀλίγον μία ... ... καὶ ἔναρξις. 


ΠΡῊ 3HAaKOMCTBeE Cc ΤΟΚΟΤΟΜ ΡΥ̓ΚΟΠΗΟΗ HYXHO ΠΟΜΗΗΜΤΡ οὔ 
ΟΠΗΟΜ XapaKTepHOM YepTe TaKMxX COOPHHKOB, K ΚΟΤΟΡΒΙΜ ΠΡΗ- 
HannexnT WH PAHK 63. Pew ugeT o NopTopax He TombKO ΟΠΗΗΧ ἢ 
TeX Κ6 MY3bIKaJIbHO-TeopeTH¥eCKHX TONOKeHHH, HO axe o 
6yKBaJIbHbIX 34HMMCTBOBAaHHAX LeJIbIX PparMeHToB TeKcTa. Beyb ΠΡῊ 
co31aHHM ΠΟΠΟΘΉΒΡΙΧ COOpHHKOB allie BCero HCNOMb30BaICA OHH 
MeTOH: W3 pa3JIMYHbIX pyKONMceH ΠΟΡΟΠΗΟΒΙΒΆΠΜΟΡ cOOoTBeT- 
cTBylollwe TeopeTHUecKHe TeKcTbI. Ho Tak kKaK HepeyqKO B HHX 
conepxKaIMCh OHH Η Te xe Jloci communes, cTonb pacmpoctpa- 
ἩΘΗΗΒΙΘ B TWaMATHHKAaX BH3aHTHHCKOTO MY3bIKO3HAHHA, TO HeT 
HHM4erO ὙΠΗΒΗΤΟΠΡΗΟΙΟ B TOM, ἯΤΟ B CO3aBaeMbIX PYKOTIMCAXx 
NOBOIbHO YacTO ΒΟΞΗΜΚΑΠῊ 53ΗΔΎΜΤΟΠΡΗΒΙΘ ΠΟΒΤΟΡΒΙ. Take ΠΟΒ- 
ΤΟΡΒΙῚ npucyum αὶ ΡΑΗ͂Κ 635. 

Bye yxXe ΟΥ̓ΜΘΈΊΘΗΟ, ἯΤΟ HacToswaa ΠΥΟΠΗΚΆΙΙΜΗ TeKcTa 
PAHK 63 paccMaTpMBaeTcaA KaK ΠΟΙΠΓΟΤΟΒΗΤΟΠΡΗΔΗ paG6oTa kK ocy- 
IleCTBIICHHMIO KPHTHYeCKOorO ΗἩΞΠΔΉΗΜΗ Tpaktata [Icepqo-JjamackuHa 


34 B cBoe BpeMA OHM ΠΟΚΗΡΟΒΆΠΗ ΓΟΒΜΠΠΟΤΟ, cm.: Villoteau G. Op.cit., 817 (cHocka 
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M Apyrux TeopeTHyecKHx pa6oT, ΠΡΗΜΒΙΚΔΙΟΙΠΗΧ K HeMy BO MHOTHMX 
pykormesx. UToObl xoTh 4WaCTHYHO OONEF4HTb GecKOHEeYHO TPOMO3I- 
KylO HW CHOXKHYH paboTy 6ynyluero H34aTeIA, OMHOBPEMCHHO C 
TekcTOM PAHK 63 ἢ Hato pa3HOUTeHHA Cc TeKCTaMH yxe OIyOJIM- 
KOBaHHbIX ΡΥΚΟΠΗΟΘΗ͂. Mx sigla τα ΚΗΘ: 


B = Codex Barberinus Graecus 300 3° 

C = Codex Constantinopolitanus 8] 1 36 
J = Codex Jerusalimitanus 332 37 

L = Codex Lavra 1656 38 

P = Codex Petropolitanus Graecus 239 39 
V = Codex Vaticanus Graecus 872 “° 


Tenepb - He€CKOJIbKO COB O MepeBonwe rpeyeckoro TekcTa. HA 
XOPOLUIO MOHHMalO HalIMX 3HAMEHHTbIX NpeWiecTBeHHHKOB DK.- 
_b.Tu6o, K.-b.Pe6ypa u JI.Tapno, koTopbie ny6mmkoBann TeKcT BI 
6e3 MepeBoqoB. CAMUIKOM OoJIbLIMe ΤΡΥΠΗΟΟΤῊ HyXHO Mpeowouerh, 
4YTOObI OCMENHTLCA ΠΡΟΠΟΤΆΒΗΤΡ Ha cy KoWier u 4YuTaTeneHh MEepe- 
BOA 3THX CHeWMaIbHbIX TEKCTOB. 3Π60} WENO He TONbKO B ChelMcdbu- 
Ke A3bIKa, HCNONb3yIOWerO 3a4acTylo OGOPOTHI, eCTecTBeEHHbIEe IIs 
Me€BYeCKON cpeb] TeX ΠΆΒΗΗΧ BPeMeH, HO CTpaHHble WIA HawiHx 
COBPe€MeCHHHKOB, He TOMbKO B edeKkTax pykoMluce, me 553-532 
H€OXKHMaHHbIX JaKYH WM OOpbIBOB HepeAKO OcTaeTcH He HO KOHIIa 
NOHATHBIM CMBICJI OTICNbHbIX @pa3, HO HW B ocobeHHOCcTAx 
celiMaJIbHOoH TepMMHOJIO‘MM. Ona c OOMbUIMMH HaTsKKAaMH MpH- 
ΟΠΟΟΔΟΠΗΒΆΘΤΟΗ Καὶ ΘΒΡΟΠΟΙΡΌΚΗΜ TepMHHaM. JJaxe B Tex Clly4uasx. 
Kora MocneqHHe 613K No ΟΜΡΙΟΠῪ ΓΡΟΊΘΟΚΗΜ, ΠΡῊ ΘΠ ΚΑ ΠΕ ny, 
MX ΔΗΔΠΜΞ6 BCe Xe OKa3bIBaeTCA, ἯΤΟ OHM B G6ONbUIeEH way 
MeHbIIeH CcTemeHH oO603HaYalOT He COBCE€M TO, HTO noapa3y- 
ΜΘΟΒΆΠΟΟΡ rpeyeCKHMHM. MHaye ropops, TpyqHocTei ΠΡῊ Nepepone 
TaK MHOIO, ἯΤΟ MHOFa Wake BOSHHKaCT MBICJIb: MOKET GIT, sTH 
ClelWMaIbHble TeKCTbI BOOOllle HE cyleqyeT MepeBOnHTb? Ben, 
3acnyra *K.-b.Tu6o0, %K.-b.Pe6ypa u Jl.Tapngo Β w3yaeHHN Bu3aH- 
THMCKOFO My3bIKasIbHO-TeOpeTHYeCKOTO ἨἩΔΟΠΟΠΜΗ͂ He CTayla MeHBIITIe 
OT TOTO, YTO OHH ΟΠΥΘΠΗΚΟΒΆΠΗ ΤΘΚΟΤΕῚ 663 ΠΟΡΟΒΟΠΟΒ. το xe 


35. Tardo 151-163. 
Thibaut J.-B. Traités ... 596-609. 
Rebours 304-309, 8-14. 
8 Tardo 207-230. : 
9 Thibaut J.-B. Monuments ... 87-89. 
40 Tardo 164-173. 
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KacaeTCA HAMBHOTO ΠΟΡΟΒΟΠᾺ HEKOTOpbIxX (bparMeHTOB, ΒΡΙΠΟΠΗΘΗ- 
HBIX Γ.ΒΜΠΠΟΤΟ, TO OH MX Cesasl Tora, Kora elle He ΟΥΠΘΟΤΒΟ- 
BaylO MY3bIKAIIbHOH BH3aHTHHMCTHKM Kak OONaCTH My3bIKOSHaHHA ἢ 
Kora ΘΒΡΟΠΟΙΠΙΒΙ MOY HWYerO He 3HaIM O MYy3bIKe TpeyweckKon 
ΠΟΡΚΒΗ. Ho To, 4To ObUIO ecTecTBeHHO JIA NMepBonpoxozya ἡ 
mvOHepa, HeolycTHMo Tenepb. M sMecte c TeM 4 pellalocb ΠΆΤΡ 
llepeBoa, MpeKpacHo co3HaBax MHOTHe ero HesOcTaTKH. 

Tak Kak B PAHK 63 texct Tpakrata I[Icepqo-JamMacknna 
H3laraeTcsA He c caMOTo HaYyana, HOO ΒΒΙΠΥΙΠΘῊ 3HAaYMTeAbHBIM Ha- 
YaIbBHbIM ero pa3qen (cm.: “Coctas PAMK 63"), a mpenBapsaio 
ΠΥΟΠΗΚΔΙΗΙΟ BbIMYWICHHbIM OTPbIBKOM (ΓΡΘΊΎΘΟΚΗΝ TeKCT ΠΆΘΤΟΣ Mo 


nu3gaHnyio JI.Tapgo): 
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"Tod ὁσίου πατρὸς ἡμῶν Ἰωάννου τοῦ 
Δαμασκηνοῦ ἐρωταποκρίσεις τῆς παπαδικῆς 
τέχνης περὶ σημαδίων καὶ τόνων καὶ φωνῶν 
καὶ πνευμάτων καὶ κρατημάτων καὶ παρα- 
λλαγῶν καὶ ὅσα ἐν τῇ παπαδικῇ τέχνῃ 
διαλαμβάνουσιν. Ἐγὼ μέν, & παῖδες ἐμοὶ πο- 
ϑεινότατοι, ἠρξάμην βουληϑεὶς γράψαι ἅ ὁ 
δοτὴρ τῶν ἀγαϑῶν Θεὸς χορηγήσει διὰ τῆς τοῦ 
Παρακλήτου ἐπιπνεύσεως, τῇ μεσιτεῖᾳ τῆς 
Ὑπεραγίας Θεομήτορος. Καὶ τοῦτο οὐ τῆς ἐμῆς 
καϑαρότητος τόλμημα, διότι ὅλος εἰμὶ ταῖς 
ἀμαρτίαις ῥερυπωμένος καὶ ταῖς ἀνομίαις ἐσ-- 
πιλωμένος᾽ ἀλλὰ τεϑαῤῥηκὼς ἐπὶ τῇ ἀμέτρῷ 
αὑτοῦ εὐσπλαγχνίᾳ τοῦ σοφοῦντος τοὺς τυφ- 
λοὺς, καὶ ἀνορϑοῦντος τοὺς κατεῤῥαγμένους, 
καὶ ἐπ ᾿ἀνοίξει στόματος διδόντος λόγον τοῖς 
ἐξ, ὅλης καρδίας αἰτοῦσιν αὐτόν, ἄρχομαι 
ἐπιῤῥίψας ἑαυτὸν εἰς τὸ ἄπειρον πέλαγος τῆς 
αὑτοῦ εὐσπλάγχνου σοφίας, ὧς ἄν μοι τῷ 
ELAYIGW καὶ ἀχρείῷ ἐπιχορηγήσῃι λόγον τῇ 
ἐπιπνοίᾳ τοῦ Παναγίου αὑτοῦ Πνεύματος, τοῦ 
ἑρμηνεῦσαι καὶ διδάξαι ἡμᾶς τὴν ῥυϑμητικὴν 
ταύτην τέχνην. Καὶ τί ἄλλα λέγω; δικαιόν 
ἐστι, ὦ ἀκροατά, ἐκλέξασϑαι ἀπὸ πάντα καὶ 
γράψαι τὰ λυσιτελέστερα, καὶ μὴ μοι λέγε τίς 
τούτην τὴν ῥυθμητικὴν τέχνην πεποίηκε καὶ 
πόϑεν ἤρξατο. Εκ μακρῶν γὰρ χρόνων καὶ 
ἀπὸ παλαιῶν νόμων ἐξεξϑη, καϑὼς ἡμᾶς ὁ 
λόγος πρόσω διδάξει δίκαιον παραδοῦναι 
γραφῇ ἐκεῖνα μόνα ἄπερ πολλοὶ δοκοῦσιν 
αἰσϑάνεσθϑαι, εἰς μάτην δὲ ταῦτα νοοῦσι καὶ 
ψευδολογοῦσι τὴν ἀλήϑειαν λοιπὸν οὖν 
ἀρκτέον ἡμῖν τὰ τῆς ὑποϑέσεως᾽ καὶ ἄκουσον. 
Ἐρώτησις᾽ Τί ἐστι πνεῦμα; ᾿Απόκρισις᾽ 
Πνεῦμά ἐστιν ἄγγελος πνεῦμά ἐστιν ὁ 
ἄνεμος πνεῦμά ἐστιν καὶ ὁ τῆς ἀγγελικῆς 
ἀποπεσὼν τάξεως διάβολος᾽ καὶ πᾶν τὸ μὴ 
ϑεωρούμενον πνεῦμά ἐστι πνεῦμά ἐστι καὶ ἡ 
ψυχή, Kade Kal ὁ προφήτης λέγει καὶ 
ἐνεφύσησεν ὁ Θεὸς ἐπὶ τὸν ἄνϑρωπον καὶ 
ἐγένετο αὐτῷ εἰς ψυχὴν ζῶσαν". 


“CBaToro OT1a ἨΔΠΙΘΓῸ ἤολημηα Jlamac- 
KHHa “BONpocooTBeTHHKH NO nmamanqy- 
YUeCKOMY HCKYCCTBY': 0 HOTAX, TOHAX, MHTep- 
Balax, MyXaxX, KpaTHMax, Napwuilarax mM OOO 
BCeM TOM, 4TO ΠΟΟΤΜΓΑΙΟΤ B ManlaqwnuecKOmM 
HCKYCCTBE Ἡ xe, yueHHKH MOM Jm06e3- 
Hefllve, HaYHHato πὸ [Bauleh} mpocb6e 
TIMcCaTh Ὁ TOM, Ha 4TO ΟΠΟΠΟΟΜῚ [MeHs] 
faputeih OlarozesHuK - Bor, Giaromaps 
BIOXHOBEHHHKO ὙΤΘΙΗΜΤΕΠΗ ΠΡῊ mocpel- 
HMuecTBe ΠΡΘΟΒΗΤΟΝ boropoguubi. ἢ sro He 
cjlencrsve MOeH QlarompucrowHOcTM, HOO 
Bech A Β MpermpellleHHAX WH OCKBEPHEH 665- 
3aKOHHAMM. Ho Teepfo Beplo B Ge3MepHOe 
Ero MwlocepfMe, HacTaRIAWliee CIeENELIX, 
ΒΡΑΞΥΜΠΉΙΟΙΙΘΘ ΠΆΠΙΙΜΧ HM Mawoulee peub 
pa3BepCTbIM yCTaM Tex, KTO Npocur Ero or 
Bcero cepa. A HaYHHalo, YCIpeMJIAACh ΒΕ 
OeckoHeyHylo )«=(OeatHy Ero ΜΗΠΟΟΘΡΠΗΟΗ 
MYJIPOCTM, KaK eCJIM Obl MHe, HHYTOARKHOMY H 
OegdapHOMy, OTKpbLIOcb COBO, RBIOXHOB- 
jiaemoe ΟΒΗΤΡΙΜ ΠΎΧΟΜ, KoTOphm oOBACHSeT 
M ΥἹΜΤ Hac 3TOMY MApPMOHHYHOMY HCKYCCTBY. 
OHaKO TO 3. ΓΟΒΟΡΙΟ) Heo6xozMMo, yueHu- 
ΚΗ, BbIOpaTb M3 BcemO UM ONMMCATh CamMoe 
ΠΟΠΟΒΗΟΘ, H He MHe POBOPHTb, KTO co2zgal 
TapMOHHYecKoe MCKYCCTBO H OTKYZa OHO πο- 
m0. OHO NOWWIO c AwIeKHx BpeMeH H ΟἹ 
ΠΡΕΒΗΜΧ OObMaeB, Ο ΘΜ MbI TIOBEEM peus B 
ΠΑΠΡΗΘἥΙΙΘΜ. B cousMHeEHHM HEOOXOAMMO πο- 
pefaTb TOKO To, ἱΠῸ MHOrMe KaK GynTO 
TIOHHMAIOT, HO Ha CaMOM Π6Π6 3aQyxKTaloTca 
WM ΜΞΒΡΆΠΙΔΙΟΥ McTHHy. HtTak, HeoGxomnumo 
HatiaTb HIOKEHMeE MpesMeta. Cirywiaire. 

Bonpoc: το Takoe yx? 

Omeem: Jlyx - 3T0 aHTen, Myx - 91Ὸ pe- 
Tep, ΠΥΧ - 9TO HW ΠΡΗΒΟΠ, BbINMaBIUHH M3 aH- 
ΓΕΠΒΟΚΟΙῸ MopsyKa. Bce Heco3sepliaeMoe Tak- 
Ke Ha3bIBAeTCA AyXxoM. νχ - 3ro uw Ayla, ΜΗ. 
Kak ΙΌΒΟΡΗΤ IIpopox: “HM Bor ΒΠΟΧΗΥΠ Β 
yesIOBeKa  ΟΟ3ΠΑΠ eMy *KMBYIO Ayury”42 


41 CoBeplI€HHO eCTeCTBEHHO, ἯΤῸ MOCIe TaKOO BCTYIUIeHHA HEBO3MOXKHO ΠΩΒΩΤΡ 
OlWMOOY4HOe 3armlaBve, MpucyTcTBywiutee Ha 1.41 PAHK 63, B ΚΟΤΟΡΟΜ aBTopcrso 
COUHHEHHA ΠΡΗΠΜΟΒΙΒΆΘΤΟΗ Moanny ΠΠΠΥΟΜΆΠΜΗΥ (cM.Takxe miapy | qaHHow yYac- 


TH). Ilostomy ΠΡῊ Πυδπμ και TeKcTa OHO ΟΠΥΎΠΙΘΗΟ. 
12 Herounad uMtTata v3 ΒΜΟΠΗΜ (Bumue 2, 7). 
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Chapter II 


Pseudo-Damascene and others 


The earliest of the known lists of the treatise ascribed to John of 
Damascus refer to the XV century. One of them is in Codex 
Bodleianus 38 ( ol. 3373 ), written by a certain "hieromonachos and 
teacher" Pagkratios ( Παγκράτιος ἱερομόναχος καὶ καϑηγητής )}. 
Besides the treatise of Pseudo-Damascene this codex contains the 
writing by Hieromonachos Gabriel. Another list is in Codex Dionisius 
570, dated the end of the XV century. It was created by Ioannes 
Plousiadenos, who, besides the treatise τοῦ ὁσίου καὶ Seopdpov 
πατρὸς ἡμῶν Ἰωάννου τοῦ Δαμασκηνοῦ included into the codex 
theoretical works by lIoannes Laskaris, those by Hieromonachos 
Gabriel, and, naturally, his own opus, as well as a whole number of 
“methods”, which were used in his time for teaching the art of 
chanting ( for more details about it see the introductory article to the 
chapter “The Explanation of Art" by Ioannes Plousiadenos ). 

There are several lists of Pseudo-Damascene’s work of the XVII 
century, which are well known. This is, first and foremost, Codex 
Constantinopolitanus 811, described by A.Papadopoulos-Kerameus? 
and partly published by J.-B.Thibaut*. Then comes Codex Jerusa- 


Ϊ Coxe H. Catalogi codicum manuscriptorum bibliothecae Bodleianae. Pars prima. Oxo- 
nii 1853, 602 - 603. 
Στάϑης Ip. Τὰ Xeipoypagea ... B, 698. 
Παπαδόπουλος-Κεραμεὺς A. Ἱεροσολυμιτικὴ βιβλιοϑήκη. T.E. Πετρούπολις 1915, 
321. 
᾿ Thibaut J.-B. Traités de musique byzantine. Codex 811 de la Bibliotheque du Με- 
tochion du Saint-Sépulcre, Constantinople // ROC 6, 1901, 598 -609. 
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limitanus 332, also described by A.Papadopoulos-Kerameus>°, parts of 
which were published by J.- B.Rebours®. It must have been this very 
codex which Porphyry Uspensky had seen in Jerusalem, working in 
the library of the monastery of the Holy Sepulchre and scribing it for 
himself”. Porphyry Uspensky also wrote that a collection of 
manuscripts of the XVII century with the treatise by Pseudo- 
Damascene had been presented to him in the Monastery of Vatopedi 
on Mount Athos’. L.Tardo published the text of Pseudo- 
Damascene's treatise by the XVII century codex, namely, by Codex 
Lavra 1656’. One more list of the XVII century is known to be 
included in Codex Koutloumousius 46]'°. Guillome André Villoteau 
studied this writing as given in Cairo manuscript, which also may 
have been created in the XVII century (1614)!!. 

The XVIII century codexes which contained the treatise of 
Pseudo-Damascene can also be found mentioned in research 
literature. They are: Codex Docheiarius 318!*, Codex Atheniensis 
965'3, Codex Iviron 1279'4. 

Thus, the lists of the work of Pseudo-Damascene are wel]] 
known.But it does not necessarily mean that the treatise has been 
studied sufficiently well. Quite the opposite is the case. In spite of 
being often mentioned and its fragments being often cited, the work 
itself has hitherto been studied very poorly and is still fraught with 
enigmas. That there has been no critical edition of the text so far, 
which would analyse and include variant readings of all the lists 
known at present, makes its study even more difficult. It is only after 


! 


Ee 


5 Παπαδόπουλος- Κεραμεὺς A. “Ἱεροσολυμιτικὴ βιβλιοϑήκη T.A. Πετρούπολις 189] 
376. 

© Rebours J.-B. Quelques manuscrits de musique Byzantine. Ms. 332 de la Bibliotheque 
du Saint-Sépulcre de Jerusalem//ROC 9, 1904, 299 - 309; 10, 1905, 1 - 14. 

Tloppupudé Venencxuu. Cruxupapuple muursi//TKILA 1878, N 7, 69 - 70. 

Ibid., 69. 

Tardo L. Lantica melurgia bizantina. Grottaferrata 1938, 206 - 220. 

10 Παπαδόπουλος-Κεραμεὺς A. Βυζαντινῆς ἐκκλησιαστικῆς μουσικῆς ἐγχειρίδια // Bi 
VII, 1899, 113. 


1! Vitloteau G. De l'état actuel de J'art musical en Egypte//Description de Egypte. Pans 
1809, 784 - 833. 


2 Στάϑης Γρ. Τὰ Χειρόγραφα ... A, 358. 

13 Σακκελίων L Κατάλογος τῶν χειρογράφων τῆς ἐϑνικῆς βιβλιοϑήκης τῆς Ἑλλάδος. 
Ἔν ᾿Αϑῆναις 1892, 174. 

14 Lambros S. Catalogue of the Greek manuscripts on Mount Athos. Vol.1.Cambridge 
1895, 318. 
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this kind of edition has been published that it is reasonable to start a 
real study of this source. 

As far as I know, nobody has ever guessed that there was a list of 
Pseudo-Damascene's treatise in RA/IC 63, for it has never been 
mentioned in any work!>. Therefore, I regard its publication as 
another step (after J.-B.Thibaut, J.-B.Rebours and L.Tardo ) towards 
the creation of the critical edition of the treatise. 

Regarding this composition, the authorship of John of Damascus 
has always been doubtful. Thus, for example, it was already in the 
XVth century manuscript Codex Dionisius 570 that loannes 
Plousiadenos noted on fol. 4 where the exposition of the above- 
mentioned text is given : " Ἐμοὶ ov δοκεῖ τὰ τοιαῦτα tod ϑειοτάτου 
Δαμασκηνοῦ sivar"!®, - "I do not think that this is [a composition] 
by the divine Damascene". The similar doubts have been expressed 
by all serious scholars, who have studied the treatise ever since. For 
J.-B.Thibaut the falsity of the authorship of John of Damascus was 
so obvious that he did not even think it necessary to discuss it7, 
When he used the term “the notation of Damascene” as if following 
the tradition established in the treatise, it was only to distinguish one 
form of Byzantine notation from the other one, which he called "the 
notation of Koukouzeles"!®. J.-B.Thibaut was prone to thinking that 
the treatise had been created by a monk or a teacher of chanting 
who lived in the XIV - XV centuries!?. J.-B.Rebours believed that, 
as the greatest reformer of the Eastern Church liturgy, John of 
Damascus proved to have been only “as instigator" in creating the 
treatise, because the important role of music in divine services 
demanded the adequate theoretical guidance2°. 

The question of John of Damascus being privy to the creation of 
this composition cannot be considered apart from damasciana in 
Byzantine and Post-Byzantine musical tradition, for there the great 
reformer appears not infrequently as an author of chanting music. 


15. See footnote 6 of the previous section. 
Στάϑης Ip. Τὰ Χειρόγραφα ... B, 698. 

7 Thibaut J.-B. Traités 5 396. 

18 See: Thibaut J.-B. Etude de Ia musique byzantine. La notation de Saint Jean 
Damaskéne ou Hagiopolite// W3pectrua PAMK III, 1898, 138-179; idem. Etude de 
la musique byzantine. La notation de Koukouzeles// Ibid. VI,1901,361-396; idem. 
La Notation de Saint Jean Damascéne: Les Martynes// BB 6, 1899, 1-12. 

Thibaut J.-B. Traites ..., 596. 
Rebours 303 - 304. 
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It is true that the name of John of Damascus is fairly often met 
in Greek notation manuscripts. For example, it is constantly 
mentioned in connection with “the kekragaria" ( xexpayapia , in 
Russian church practice "Bos3Baxn"), and in one codex of the XIX 
century (Codex Konstamonitus 97) it is even written: " ᾿Αρχὴ σὺν Θεῷ 
ἁγίῳ τῶν μεγάλων κεκραγαρίων, ὧν τὸ μέν κείμενον κυρίου Δαβὶδ τοῦ 
βασιλέως, τὸ δὲ μέλος παρὰ κυρίου Ἰωάννου τοῦ ἐκ Δαμασκοῦ "21 - 
"With Holy God the beginning of the great kekragaria, the text of 
which is by King David and the music by Master John of 
Damascus”. The information of the music having been written by 
John of Damascus is no more "verisimilar" than the assertion that 
the text of "the kekragaria" had been written by the Biblical King 
David. 

At the same time there are manuscripts where the authorship of " — 
the kekragaria" music is stated in a more concrete way. Thus, it is 
written in Codex Docheiarius 401 ( \ast quarter of the XVIII century): 
" Κεκρογάρια παλαιά, ἀρχαῖα καὶ ϑαυμαστά, τοῦ ὁσίου πατρὸς ἡμῶν 

Ἰωάννου τοῦ Δαμασκηνοῦ "22, - "The ancient, the old and the 
wonderful "kekragaria" by Our Holy Father John of Damascus” 
Codex Xenophontus 156 (end of the XVIII century) prefaces the same 
"kekragaria" with the words : " παλαιὰ καὶ Evteyva κυρίου Ἰωάννου 
τοῦ Δαμασκηνοῦ "23 - "The ancient and the skillful, by John of | 
Damascus". Such titles give us grounds to assume that in those © 
"kekragaria" some ancient tune had been used which must have been | 
practised in church since the reform of John of Damascus (it is no | 
mere coincidence that the melourgs of later periods created their | 
own "arrangements"24 of those “kekragaria", such outstanding; 
musicians as Peter of Peloponnesus, Chrysaphes the New, Gregorio: 
the Protopsaltos and others among them). It is most conceivable thai 
the name of John of Damascus has accompanied them ever since 
and has gradually been taken as the name of the author of thar 
music. The same should be said about the "cheroubikon", the chani 


21 Στάϑης Γρ. Τὰ Χειρόγραφα ... A, 691. 

22 Ibid., 1 578. 

23 τρία., Π 117. 

241 realize only too well that the notion "καλλωπισμός" has little in common with whai 
we imply by the term “arrangement”. But arrangement seems to be the only 
Eurepean special term which can, if approximately, reflect the creative artistic 
process defined as “ καλλωπισμός". 
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“Νῦν ai δυνάμεις" (both in the second Plagal echos) and other music 
pieces, ascribed by the manuscript tradition to John of Damascus. 

It is not improbable that in some cases the illustrious Damascene 
was the author of the text of those chants. Thus, the Stichera 
Anastasima later included into “Anastasimatarion” by Chrysaphes the 
New, are known to have been created by John of Damascus. The 
texts of many other chants may well have been the product of his 
poetic talent. 

In other words, the reformation of divine service, carried out by 
John of Damascus, resulted in his name being associated with some 
of the psalms introduced into liturgy at that time. It should be taken 
into account here that for a long time, almost up to the XIII 
_ century, only the names of hymnographers (ὑμνογράφοι) had been 
recorded in manuscripts, that is, the names of the authors of the 
texts which used to be set either to traditional church chants, or to 
the new music, created specially for them by choir-masters, whose 
names remained unknown for history. It is true that sometimes a 
hymnographer himself may have composed music, but nobody will 
ever be able to find out who was the author not only of the text but 
of the melody as well. Their names got into the manuscripts of later 
periods from earlier codexes. Since the turn of the XII-XIII 
centuries they have mixed up with the names of melourgs, the true 
creators of music. 

The same thing seems to have happened to the name of John of 
Damascus. In none of the sources, which were created in the time 
more or less close to his days, is he recorded as an author of music. 
The author of "The Hagiography of St.Stephen" ( second half of the 
VIII century ) writes about him only as about "the most reverend 
and the wisest" ("60 τιμιώτατος καὶ σοφώτατος" )*5, while Theophanes 
the Confessor (752 - 818 ) calls him only "the best of teachers” ( 
"διδάσκαλος ἅριστος" )26, Even much later Ioannes Zonara does not 
mention him as a musician2’. It is only in the dictionary of "Suidas" 
( X c. ) that the first record of him as of “the gifted man, breathing 
with beautiful music" ( "πνέων μουσικὴν ... τὴν ἐναρμόνιον" )28) is 
found, while the Byzantine chronographer Georgios Kedrenos (turn 


25 Stephani Constantinopolitani Diaconi Vita S.Stephani Junioris // PG 100, 1120 A. 
© Theophani Chronographia// PG 108, 824, 841 A-B. 
27 Joannis Zonare Annalium XV 6// PG 134, 1332 A-B. 
Suidae Lexicon, ex recognitione Im.Bekken, Berolini 1854, 545. 
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of the XI - XII centuries ) already mentions him as “a melod “29. 
The increasing authority of John of Damascus and the fame of his 
activity in regulating liturgy resulted in the music of chants, the texts 
of which he had created or had simply introduced into divine 
services, being ascribed to him as well. In this connection it is 
noteworthy that many chants composed by a certain John the Monk 
are also traditionally ascribed to John of Damascus?®. John the 
Monk must have been one of the numerous musicians who 
composed music to the texts of John of Damascus, but later the halo 
of glory around the name and the personality of the illustrious 
hymnographer outshone them?!. 

As to the treatise on musical theory attributed to John of 
Damascus, the problem of his authorship is much easier to be solved. 
Judging by the text that we have at our disposal now, it deals mainly 
with the exposition of the system of Middle Byzantine notation, of 
which the theologian from Damascus could have no idea whatever, 
as it started to be used not until the XII century, that is, four 
centuries after his death. It is true that sometimes the traces of the 
exposition of the even more ancient Palaeo-Byzantine notation 
system may be noted in the text. But, as is known, it had not been 
used until the end of the [X-the beginning of the X centuries. 
Therefore, he could not know anything about it. Hence, the basic 
contents of the present text does not belong to John of Damascus. 
In its first sections there are some speculations on spirit and severa! 
citations from the writings of the Fathers of the Church, who had - 
lived before John of Damascus. Those who yearn to derive the origin | 
of the text of the treatise from the reformer of Damascus, may 
consider these speculations as having been written by his hand. But 
these fragments bear very little relation to the main contents of the | 
text which we have at our disposal today. . 

No doubt, knowing the specific character of the life of 
manuscripts on musical theory and their frequent "modernization", 
depending on the topical needs of musical life ( see: " A Fragment of 
the Sticherarion of Neophyte, a Hieromonachos from Damascus") 


29 Georgii Cedreni Historiarum compendium // PG 121, 877 A. 

30 See: Stohr M. Johannes Damascenos// MGG 7, 88. 

31 1 have already written about the facts given in this paragraph. See: Zepyman E. Bu- 
3aHTHHcKOe MY3bIKO3HAaHMe, 136. 
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one may build a sufficiently true hypothesis about “the transfj- 
guration" of the text of John of Damascus. 

In the process of carrying out the reform of liturgy the necessity 
of creating a special composition, dealing with the aims, the 
purposes and the specific features of the musical aspect of divine 
services had really become ripe. It is not improbable that such opus 
was created either by John of Damascus himself or by a musician of 
his surroundings. That writing may have consisted of two main parts. 
One of them is likely to have dealt with the description of musical 
genres, used in liturgy, and to have been "“larded” with a series of the 
adequate quotations from the works of the Fathers of the Church 
(very much like the citations which can be found now in the 
beginning of the treatise). The subject-matter of the second part of 
the work might have been something that was connected with 
chanting as such, its purposes in liturgy. It is most conceivable that a 
certain variant of notation was considered there alongside with many 
other problems, purely professional. In due course the second part 
was being renewed and changed in accordance with the change in 
church musica] practice. For, as has been mentioned already, in the 
present text of the writing the fragments describing Palaeo- Byzantine 
notation can also be met . They may have replaced the material on 
musical theory which was topical for practical musicians who lived in 
the time of John of Damascus's reform, and, naturally, occupied the 
place in the treatise intended for such sections. Then, with musical 
practice changing, those fragments were gradually reduced, being 
ousted by the new musical theory "rules" which were the result of the 
changing chanting realities. In such state this treatise could have 
reached us. 

But all this 15 no more than a hypothesis. As for the treatise we 
have today, it could by no means be written by John of Damascus, 
and no other viewpoint is possible here. 

In our study of the treatise by Pseudo-Damascene we are faced 
with various difficulties. The first one is that it is next to impossible 
to reconstruct the end of its text, because it is often included in the 
manuscripts which consist of several compositions on musical theory. 
Such codexes were created to gather extensive material , the study of 
which would help to master the subject thoroughly in one book. Not 
infrequently those books were arranged in such a way that one 
composition gradually merged into another. Sometimes, however, 
the scribes on their own initiative gave names to separate parts of 
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27 Sanaa n° 2443, 


one and the same work. Bearing in mind that the absolute majority 
of these writings are anonymous and no author's name is given in 
the beginning, we often wonder, while reading the two consecutive 
parts of the same treatise, whether we have here two parts of one 
and the same work or two different opuses. As a result, the manu- 
scripts of that kind turn into a kaleidoscope of sections and 
compositions which are difficult to separate one from another. The 
comparison of different manuscripts does not always provide reliable 
information.Thus, for example, in the text of Pseudo-Damascene's 
treatise as given in Codex Lavra 1656, the definition of tones and 
spirits is followed by the name of a new section: "Περὶ ἤχου Kai 
μέλος" 52, However, in Codex Constantinopolitanus 811 and in RAIC 
63 the same text is given without this title. Then, several folios later, 
Codex Lavra 1656 gives a new title: " Ἕρμηνεία étépa"33, which can 
also be found in RAJC 63 (fol. 45v.) while in Codex Jerusalimitanus 
332 the same text is given continuously without any new title. One 
can find a lot of analogous examples. They show how difficult it 
often is to draw a line between two consecutive works, included in 
the codex of theoretical treatises. 

The same thing happened to the work by Pseudo-Damascene 
from RAIC 63. Therefore, the only way out is to delimit the sections 
of the text conventionally, beginning from the first words of Pseudo- 
Damascene's treatise (fol. 41) up to the work by loannes 
Plousiadenos (fol. 5lv.). Such division is based on the titles of the 
manuscript itself and on the contents of the text. As a result, it turns 


out that the aforementioned folios contain 7 fairly autonomous 
compositions: 


32 See: Tardo 210. 
33. jbid., 220. 
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The beginning The end 
1- fol.41-45 v.: Ὅρᾳς οὖν τούτων τῶν ᾿΄.. pepe δὴ καὶ ἐν 
τεσσάρων καὶ ἐν τῇ τοῖς πρόσω βαδίσωμεν. 


μουσικῇ πνεύματα τε-- 
f 

σσάρα λέγονται ... 

‘ 


2- fol.45 v.-46 v.: Ἑρμηνεία ἑτέρα ὦν ἡμαργόν τρεμουλι-- 
κόν, τζάκισμα. 
3- fol.46 ν.-47: Ἑτέρα ἑρμηνεία tod ον συνηγμέναι ἀπὸ τῆς 
αὐτοῦ ποιητοῦ μίας μέχρι τῶν ἑπτά. 
4- fol.47 - 49: Διαίρεσις μουσικῆς ων ὃ ἑρμηνευτὴς αὐτὰς 
ἀκριβῶς ἐδίδαξε. 
5- fol.49 - 50: Περὶ τῶν ἐναλλαγῶν ὦν καὶ λοιπὸν δεικνύω 
τῶν ἤχων σου, ὅτι συμψάλλεται. 
6- π.50 ν.: Ἑρμηνεία τῆς παρα-- ὦ ἀλλὰ καὶ εἰς τὰς πα- 
λλαγῆς τοῦ Κουκουζέλους ραλλαγάς. 
7- fol.50 ν.-51 ν.: τὸ ὀλίγον μία ... ἐς καὶ ἔναρξις. 


When reading the manuscript text one should remember a 
specific feature of such collections, RAIC 63 being one of them. Not 
only the principles of musical theory are repeated in them, but 
whole fragments of the text are literally loaned, for in making such 
collections of texts one and the same method was generally used: the 
adequate theoretical texts were scribed from different manuscripts. 
But since they often contained the same /oci communes, so widely 
spread in the monuments of Byzantine musicology, it is small 
wonder that the manuscripts often had considerable repetitions. Such 
repetitions are also among the distinctive features of RAIC 63 as 
well?4. 

It has already been mentioned above that I consider the present 
publication of text from RAJC 63 to be a preparatory stage in the 
work of publishing the critical edition of Pseudo-Damascene's 
treatise and other thearetical compositions relating to it in many 
manuscripts. To facilitate, if a little, the tremendous and complicated 
work of the prospective publisher I give variant readings with the 
texts of the manuscripts already published side by side with the text 
from RAIC 63. Their sigla are the following: 


34 At one time G.Villoteau was shocked by them, See: Villofeau G. Op. cit., 817 
(footnote 2 ). 
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B = Codex Barberinus Graecus 300 3° 
C = Codex Constantinopolitanus 811] 356 
J = Codex Jerusalimitanus 332 31 

L = Codex Lavra 1656 3° 

P = Codex Petropolitanus 239 3? 

V = Codex Vaticanus Graecus 872 *° 


Now some words about the translation of the Greek text. 1 can 
well understand our famous predecessors J.-B.Thibaut, J.-B.Rebours 
and L.Tardo who used to publish the texts without translation. Too 
great are the difficulties one has to cope with to have enough 
courage to let readers and colleagues judge about the translation of 
those special texts. It is not only the matter of the specific character 
of the language, full of terms of speech which sounded quite natural 
for the chanters of the remote past, but which sound foreign to the 
ear of our contemporaries, or of manuscript imperfections when, 
owing to the unexpected lacuns and breaks 1n the text, the meaning 
of certain phrases remains unclear; it is also the matter of special 
terminology. It is very difficult to correlate the Greek terms with the 
European ones. Even when the latter are close in meaning to the 
Greek ones, it turns out that, when analysed more thoroughly, they 
denote things slightly different from what the Greek terms implied. 
In other words, the difficulties of translating are so numerous that 
sometimes one cannot help wondering if these special texts should 
be translated at all. It is true that the fact of J.-B.Thibaut, J.- 
B.Rebours and L.Tardo having published the texts without 
translation does not in the least diminish their contribution into the 
study of Byzantine heyitage of musical theory. As to the naive 
translation of some passages by G.Villoteau, he had done it before 
when such branch of musicology as Byzantine musical studies not 
appeared, when the Europeans had hardly known anything about 
Greek church music. But what was natural for a pioneer, cannot be 
allowed now. And still I venture to give my translation, well aware of 
all its shortcomings. 


35 Tardo 151 - 163. 

36 Thibaut J.-B. Traités ..., 596 - 609. 
37 Rebours 304 - 309, 8-14. 

38 Tardo 207-230. 

39 Thibaut J.-B. Monuments ... 87 - 89. 
40 Tardo 164 - 173. 
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As in RAIC 63 the text of the treatise of Pseudo-Damascene js 
given not from the very beginning, for a considerable part of its first 
section is missing ( see: "The Composition of RAIC 63 "), I preface 
this publication with the missing fragment (the Greek text is given 
according to Tardo's edition): 
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"Τοῦ ὁσίου πατρὸς ἡμῶν Ἰωάννου τοῦ 
Δαμασκηνοῦ ἐρωταποκρίσεις τῆς παπαδικῆς 
τέχνης περὶ σημαδίων καὶ τόνων καὶ φωνῶν 
και πνευμάτων καὶ κρατημάτων καὶ παρα- 
λλαγῶν καὶ ὅσα ἐν τῇ παπαδικῇ τέχνῃ 
διαλαμβάνουσιν. Ἐγὼ μέν, ὦ παῖδες ἐμοὶ πο-- 
ϑεινότατοι, ἠρξάμην βουληϑεὶς γράψαι ἃ ὁ 
δοτὴρ τῶν ἀγαϑῶν Θεὸς χορηγήσει διὰ τῆς τοῦ 
Παρακλήτου ἐπιπνεύσεως, τῇ μεσιτείᾳ τῆς 
Ὑπεραγίας Θεομήτορος. Καὶ τοῦτο οὐ τῆς ἐμῆς 
καϑαρότητος τύλμημα, διότι ὅλος εἰμὶ ταῖς 
ἀμαρτίαις ῥδερυπωμένος καὶ ταῖς ἀνομίαις ἐσ-- 
πιλωμένος ἀλλὰ τεϑαῤῥηκὼς ἐπὶ τῇ ἀμετρῷ 
αὐτοῦ εὐσπλαγχνίᾳ τοῦ σοφοῦντος τοὺς τυφ- 
λοὺς, καὶ ἀνορϑοῦντος τοὺς κατεῤῥαγμένους, 
καὶ ἐπ ᾿ἀνοίξει στόματος διδόντος λόγον τοῖς 
ἐξ ὅλης καρδίας αἰτοῦσιν αὗτόν, ἄρχομαι 
ἐπιῤῥίψας ξαυτὸν εἰς τὸ ἄπειρον πέλαγος τῆς 
αὐτοῦ εὐσπλάγχνου σοφίας, ὡς ἄν μοι τῷ 
ἐλαχιστῷ καὶ ἀχρείῷ ἐπιχορηγήστῃ λόγον τῇ 
ἐπιπνοῖᾳ τοῦ Παναγίου αὐτοῦ Πνεύματος, τοῦ 
ἑρμηνεῦσαι καὶ διδάξαι ἡμᾶς τὴν ῥυῚθμητικὴν 
ταύτην τέχνην. Καὶ τί ἄλλα λέγω; δικαιόν 
ἐστι, ᾧ ἀκροατά, ἐκλέξασϑαι ἀπὸ πάντα καὶ 
γράψαι τὰ λυσιτελέστερα καὶ μή μοι λέγε τίς 
ταύτην τὴν ῥυϑμητικὴν τέχνην πεποίηκε καὶ 
πόϑεν ἤρξατο. Ex μακρῶν γὰρ χρόνων καὶ 
ἀπὸ παλαιῶν νόμων ἐξετέϑη, καϑὼς ἡμᾶς ὁ 
λόγος πρόσω διδάξει δίκαιον παραδοῦναι 
γραφῇ Exsiva μόνα ἄπερ πολλοὶ δοκοῦσιν 
αἰσϑάνεσϑαι, εἰς μάτην δὲ ταῦτα νοοῦσι καὶ 
ψευδολογοῦσι τὴν ἀλήϑειαν᾽ λοιπὸν οὖν 
ἀρκτέον ἡμῖν τὰ τῆς ὑποϑέσεως᾽ καὶ ἄκουσον. 
Ἐρώτησις Τί ἐστι πνεῦμα; Απόκρισις᾽ 
Πνεῦμά ἔστιν ἄγγελος πνεῦμά ἐστιν ὁ 
ἄνεμος πνεῦμά ἐστιν καὶ ὁ τῆς ἀγγελικῆς 
ἀποπεσὼν τάξεως διάβολος καὶ πᾶν τὸ μὴ 
ϑεωρούμενον πνεῦμά ἔστι πνεῦμά ἔστι καὶ ἡ 
ψυχή, καϑὼς καὶ ὁ προφήτης λέγει καὶ 
ἐνεφύσησεν ὁ Θεὸς ἐπὶ τὸν ἄνθρωπον καὶ 
EYEVETO αὐτῷ εἰς ψυχὴν ζῶσαν", 


"Of our Holy Father John of Damascus 


“The Question-and-Answer Dialogues on 


the Art of Papadike”: on notes, tones, 
intervals, spirits, kratemata, parallagai and 
on everything that is mastered in the art of 
Papadike’”. 

And I, my beloved pupils, start at 
{your} request to write about what I am 
honoured with by the one who bestows 
favours on us - by Our Lord, thanks to the 
inspiration of the Comforter through the 
meditation of Our Lady. And this is not the 
result of my decency, for I am all in sins 
and profaned by transgressions. But I do 
believe in His infinite mercy, guiding the 
blind, admonishing the fallen and giving 
tongue into the open mouths of those who 
entreat Him in all sincerity. I start, plunging 
into the boundless abyss of his merciful 
wisdom as if to me, paltry and ungifted, the 
Word were revealed, inspired by the Holy 
Spirit which teaches and elucidates this 
harmonious art to us. 

But what am 1 talking about? It is 
necessary, my pupils, to choose out of all 
and describe the most useful, and it is not 
for me to say who created harmonious art 
and where it comes from. It comes from 
ancient times and from ancient customs 
which we shall speak about later. In a 
composition it is necessary to state only 
what most people think they understand. 
but in reality they delude themselves and 
pervert the truth. So, it is time to start 
expounding the subject. 

Question, What is spirit? 

Answer. Spirit is the Angel, spirit is the 
wind, spirit is also the Devil, who fell our 
of the angelic order. All, that cannot be 
beheld, is also called spirit. Spirit is also 
soul and, as the Prophet says : ” And the 
Lord God breathed into the man and 
created a living soul for him ” 


*! it is quite natural that after such introduction it is impossible to give the wrong title 
which is found on fol. 41 of RAIC 63, in which the authorship of the writing is 
ascribed to Ioannes Plousiadenos ( see also Chapter I of the present book). 
Therefore, this title was left out in the publication of the text. 

#2 An inexact citation from the Bible (Genesis 2, 7). 
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Codex Petropolitanus RAIC 63 
(fol.41 - 5ly). 
‘ 
Ορᾶς οὖν τούτων τῶν τεσσάρων καὶ ἐν τῇ μουσικῇ τέχνῃ 
lé f f ] 4 f G , 
πνεύματα τέσσαρα λέγονταιΐ, & καὶ πρόσω ὁ λόγος 
εὑρύτερον δι- 
δάξει ἡμᾶς καὶ τὰ μὲν δύο πνεύματα ἐν ταῖς ἀνιούσαις 
φωναῖς καὶ: 
13 Ε ’ 3 ~ ? ' 4 of 
τὰ ἕτερα δύο Ev ταῖς κατιούσαις. πνεύματα δὲ 
‘ εἶ - κι nw ’ \ 
ἐτυμολόγεῖται ἀπὸ τοῦ πνέειν καὶ 
πνεῖν, ἤτοι τὸ πνοὴν παρέχον καὶ ζωογονοῦν τὸ σῶμα. τὰ γὰρ 
σώματα ε- 
3 ~ ~ ~ 
πικείμενα" αὐτοῖς τοῖς πνεύμασιδ, κινοῦνται Kal 
re f f 
καλοῦνται νεφεξλαι, 
καὶ κυματοῦται ϑάλασσα τῇ βιαίᾳ πνοῇ τοῦ ἀνέμου᾽ 
πνεύματος δὲ 
μὴ ὄντος τὸ σῶμα ἀκίνητον μένει, καὶ οὕτως ἠρεμεῖ ἡ γῆ, 
Kal? ὑπὸ τὴν 
« { > ~ 
γῆν at νεφέλαι, οὐ γαλινιᾷδ ϑάλασσᾷ, καϑὼς καὶ ἐπὶ τοῦ 
) ; " >¥ ‘ 
ἀνϑρώπου, ἔστ ᾿ ἂν ἡ 
7 - »ν 9 ~ 
ψυχὴ" προσμένει 90 τῷ τοῦ ἀνθρώπου σώματι, κινεῖται 
4 ἢ “Ψ 
ἔνϑα καὶ βούλεται, καὶ τὰ δοκοῦντα 
2 .«- ὦ δ \ / 4 2 \ Ἁ 
αὐτῷ διαπράττεται, ἄνευ δὲ ταῦτης νεκρὸν EOTI καὶ 
ἀκίνητον, οὕτως καὶ ἐπὶ 
“- 1 2 ΞΖ . 
τῶν τόνων καὶ ἐπὶ τῶν πνευμάτων᾽ τὰ γὰρ πνεύματα ἄνευ 
τόνων οὐ συνί- 
[ ἂ “ 
στανται, καὶ οἱ τόνοι ἄνευ πνευμάτων οὗ κινοῦνται. καὶ 
τὰ 1 μὲν οὕτως 2, φέρε δὲ 5 εἴπω-- 


μεν καὶ περὶ τῶν τόνων. 


41 
5. 
10. 
, L: λέγομεν 21; abest 4.1) τὰ δε 4 CG, L: πνεῦμα 5. C, ἢ: ἐπικειμένου 
5 C, L: τοῦ πνεύματος 7 Clie δ. 1 οὐ γαληνᾷ C: οὐ γαληνιᾷ 
Ἂς, Lt ὅταν ἡ ψυχή 10 ς; προσμένη ΠῚ Ὁ; ταῦτα _C, L: οὕτω BL: δή 
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ΓΙ | a 


15. Τόνοι 6&!4 εἰσὶ τρεῖς, τὸ toov!5, τὸ ὀλίγον καὶ 


16 


ὁ ἀπόστροφος ἃ καὶ πνευμάτων 
f ᾿ rw Ute r ! 18 ς ma ~ 
συνίστανται καὶ καλοῦνται" λέγονται τόνοι ἡ ὀξεῖα 
ἴς f Ἀ ὼ fe 
καὶ ἡ πετασϑη, καὶ εἰσι 
\ 19 i) f ; ͵ Γ - ' \ 
διο᾿ 7 καὶ συστξελλονται ἔπιτιϑεμξνοῦ αὑτοῖς τόνου, καὶ 
διὰ τοῦτο τόνοι κυρίως λέ- 
γονται2θ᾽ πᾶς γὰρ τόνος οὐ κυρίως, GAA 2) ὁ ἐκ τόνου 
δεχόμενος μείωσιν, οὐκ 
” ? f 2 ~ 22 4 ‘ 
ἔστι τόνος KUPIM@G, ἄλλα καταχρηστικῶς“, διὸ καὶ 
Πτολεμαῖος 29 ὁ μουσικός, 
¢ f 4 ~ 2 ἕ “Ὁ ἂν ᾿ f 
20. ὡς μανϑάνομεν παρὰ τῶν ἀρχαϊων ξφεῦρε τοὺς τόνους 
, “ 24 
τούτους ὕστερον 
¢ δ" 4 f - f f 4 4 ἤ 
ὡς ἐπὶ τὸ δίκαιον τῇ χειρονομίᾳ, λέγονται καὶ αἱ σύνϑετοι 
τόνοι, καὶ οὐ 
3 0 ‘ 
λέγονται τόνοι, ἀλλὰ σημάδια᾽ καὶ ὅταν μὲν τίϑενται25, 
λέγονται σημάδια, ὅταν 
δὲ ψάλλονται λέγονται2θ ᾿ προσλαμβάνουσι γὰρ ταῦτα 
πνεύματα, ἤ τὰ σημαι-- 
( 
νόμεναΖ7, οἱ ἀσύνϑετοι28, καὶ πορεύονται, 
3 ~ 29 ~ 3 f ~ 
ἐνεργοῦσι“ τῇ ἐπιτηδειότητι τῆς YEIPO - 
25. νομίας, τὴν ἐπιτεϑεῖσαν αὐτοῖς φωνήν᾽ μὴ. ὄντων δὲ τῶν 


τοιούτων πνευμάτων, οἱ 


Cy, 1 μέν 15. 6,1 ἡ ἴση Ι6 |; πνεύματα |, Ls κινοῦνται 
18 C, L: τόνοι καὶ 191 δύο _C, L: οὐ λέγονται 
21 C, L: οὐ κυρίως, ἀλλ᾿ abest 221; TPAC Cc: Πτολομαῖος 
24°C: abest L: ἐσύστερον . C: τίϑωνται 6 C, L: λέγονται τόνοι 
27 C, L: ἤγουν τὰ σημεῖα . ΟΣ Οἱ ἀοϊ ϑετοῖ τόνοι L: οἱ σύνϑετοι τόνοι 
29 C, L: τουτέστιν ἐνεργοῦσι 
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ἢ “ ) r f 2 6 ~ 30 2 . 
λοιποὶ τόνοι ἀνενέργητοι μένουσι, μηδ ᾿ ὁποσοῦν“" AP 
ἑαυτῶν κινούμενοι᾽ 
ἐπιτιϑεμένων δὲ τῶν τοιούτων πνευμάτων] κινοῦνται, καὶ 
olovel ἐμψυχοῦνται. 
' 32 ‘ ᾿ τ > 4 33 f ~ 
σώματα YAP καὶ οὗτοι εἰσιν συνδούμενοι τοῖς 
f εἰ ἀν"; ᾿ tJ f 
πνεύμασιν ἄλλως γὰρ OD κινηϑη- 
σεται ποτὲ τὸ σῶμα χωρὶς πνεύματος σκόπει οὖν ἀκριβῶς τὸ" 
σῶμα τοῦ ἀνϑρώπου 
30. διὰ τεσσάρων στοιχείων συνίσταται, διὰ ὑγροῦ, ξηροῦ, 
ψυχροῦ, καὶ ϑερμοῦ, 
\ 2 f 2 ff ° « ι 4 134 cf 35 
καϑὼς ἀνωτέρω ELPHKAPEV οὕτως ἢ βυϑμητικη αὐτῇ“. 
Aly. Ἐρ(ώτησις): Ti ἐστὶ τόνος; ᾿Απόκρ (ισις): Τόνος ἐστὶ πρὸς 
Ov ᾷδομεν, καὶ τὴν φωνὴν 
4 “ we . ιν» i f 4 ~~ 
ELPUTEPAV ποιοῦμεν καὶ ἄλλως, τόνος λέγεται παρὰ TOD 
τείνω, τὸ ταννύω 
ἡ 2 ° 
τόνον, tetaypevoc’ γὰρ ἐστὶ καὶ κατὰ πολὺ ὑπερέχων 
εἴπωμεν τοίνυν 
καὶ περὶ πνεύματος τόνου. 
5. ἘΡρίώτησις:: Τί διαφέρουσι πνεύματα καὶ τόνοι; 
᾿Απ(όκρισις): Διαφέρουσι" τὰ μὲν ἀνιόντα πνεύματα ἐπὶ 
THe ἀναῤῥοῇ, καὶ ἀνυψώσει 
κινοῦνται φωνῆς7 τὰ δὲ κατιόντα ἐπὶ ὑποῤῥοῇ καὶ 
ἀναπνεύσειδ φωνῆς. 
4 , ͵ ᾿ 
ό δὲ τόνος διὰ χειρονομίαν καὶ ἐπιτήδευσιν καὶ 
3 ‘ ~ +o 
ἐναλλαγὴν τῆς φωνῆς. καὶ ot 
, ΄Ψ ~~ ~~ ~ 
μὲν κυρίως τόνοι ἀνιοῦσι καὶ κατιοῦσι μικρὸν τῇ φωνῇ, Kat 


ἄκουε νου- 


30 Ὁ; μηδοποσοῦν L: μηδοπωσοῦν 31. Ὁ, L: τεσσάρων πνευμάτων 
321; σῶμα 33 C: non habet 141; ἡ ῥυϑμικὴ 
55. Ὁ; οὕτως - αὕτη abest 
1 C, 1 τὸ τανύω τόνος 2 (,1.: τεταμένος 3. Ὁ; τόνων 
4 (1, Τί διαφέρει πνεῦμα καὶ τόνος; 5 C, L: Διαφέρει 
® C, L: non Continent _C: φωνῆς κινοῦνται “- Ὁ, L: ἀναπαύσει 
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SS 


= 


10. νεχῶς᾽ οἱ δὲ σύνϑετοι τόνοι, ἄνευ τεσσάρων" πνευμάτων 


καὶ τῶν κυρίων 
τριῶν 0 τόνων, οὔτε ἀνιοῦσιν, οὔτε κατιοῦσιν!!, ἀλλὰ 
τελείως μένουσιν 
ἀκίνητοι. 
Ἐρ(ώτησις): Πρώην ἐπὶ τὸ παλαιὸν ἦχος ἦν ἤ μέλος; 
᾿Απ(όκρισις): Ἦχος καϑὼς ὁ προφήτης λέγει᾽ αἰνεῖτε 
αὑτὸν ἐν ἤχῳ σάλπιγγος. 
IS. ἅμα γὰρ ἐνηχήσεις!2 στιχιρόν "5 τι! 4, εὐθὺς γνωρίζεται 
καὶ τὸ μέλος τοῦ μέλλοντος 
ψαλϑῆναι στιχηροῦ, ci! τι ἄλλο, οἷον τε! λέ(γεται) 7: 
ἀνανέ, ἀνανέ 8, " Ἐπέστη ἡ 
εἴσοδος" τροπάριον ἐνηχίζεις, εἶτα ψάλλεις, ἤ 
δύνασαι 9 μελῆσαι20 τί, 
πρότερον μὴ ὑποβάλλων τὸν ἦχον [; 121 
Ἐρ(ώτησις): Διαφέρει ἦχος τοῦ μέλους; 
20. ᾿Απίόκρισις): Nai διαφέρει᾽ ὁ μὲν ἦχος προτερεύει τοῦ 
μέλους, καὶ οὐ δύναται τὶς pe 
λῆσαι22 τὸ τυχόν, ἐὰν μὴ πρότερον ἐνηχήση αὐτὸ καὶ 
οὐ συνίσταται μέ.- 
hog ἄνευ ἤχου᾽ μέλος" δὲ τὸ ἀπὸ τοῦ ἤχου γενόμενον. 
Ἐρί(ώτησις): Τί διαφέρει ψαλμὸς τῆς ᾧδης; 
᾿Απ(όκρισις): Διαφέρει ὁ μὲν γὰρ ψαλμὸς λόγος ἐστὶ 
μουσικὸς εὕρυϑμός, κατὰ τοὺς 


2. Cy L: τῶν τεσσάρων 10 CL: τῶν τριῶν κυρίων |! L: κατιοῦσι 


τ ἐν κῆδις L: ενήχησης 13 ς;: στιχηροῦ 14 (: non contina 9 Ὁ, Leh 
6 GL: τι .C, L: λέγω Bo L: ἄνες 9 OL: ἢ πῶς δύνασαι 2 χεϊελίσαι 
21 GL. 72.1: μελῖσαι 2 C, ἔν αὐτοῦ CL: ἔχος γὰρ ἔστιν 4 εἷς ἀέρα 


διαχεομένη φωνή μέλος 


ἢ ) B 


25. ἐναρμονίους λόγους κρουμένου τοῦ ὀργάνου. διὸ καὶ TO TOD 
Δαβὶδ ὄργανον 
ψαλτήριον κατονόμαστο᾽ ᾿ Md) δὲ φωνὴ ἐμμελὴς 
ἀποδιδομένη ἐνάρμο- 
στος26 χωρὶς τῆς ὀργάνου7 συγχύσεως᾽ καὶ ἄλλος 28 
ψαλμὸς ἐστὶν ἣ δι ᾿ ὀργάνου 
μουσικὴ μελῳδία δὴ δὲ ἡ διὰ τοῦ στόματος γινομένη τοῦ 
μέλους μετὰ 
τῶν ῥημάτων ἐκφώνησις. 
30. Ἐρί(ώτησις): Τί διαφέρει αἶνος τοῦ ὕμνου; 
᾿Απ(όκρισι): Διαφέρει 629 μὲν aivoc ἐπὶ εὐφροσύνῃ καὶ 
μόνῃ λέγεται30 ἡδονῇ, ὡς τὸ “Αἶνος 
τῷ Θεῷ ἡδυνϑεῖη αἴνεσις" ὕμνος δὲ ὁ εἷς μνήμην καὶ ᾧδὴν 
ἄγων τοὺς 
ἀκούοντας ἀλλὰ ταῦτα μὲν ἐν τοσούτῳ. 
Ἐρί(ώτησις): Τί ἐστὶ φωνή [; ] ὁ} καὶ τί ἑἐτυμολογεῖται; 
35. ᾿Απί(όκρισις)-: Φωνὴ ἐστὶν ἀπήχημα τεϑησαυρισμένου2 
πνεύματος διά τινος3 ἁρμονίας ἐξαγομένου, 
42 καὶ ἀρτηρίας προσδεομένου φωνὴ δὲ ἐτυμολογεῖται διὰ τὸ 
φῶς εἶναι νοός᾽ 
& γὰρ ὁ νοῦς γεννήσει εἰς φῶς ἐξάγει ἐνταῦϑα δὲ γενόμενοι 
éfe— 
τάσωμεν ἀκριβῶς, τί βούλεται TO μετ ᾿ ἤχου καὶ μέλους 
warrov2 ἡμᾶς, ἵνα ἕ- 
καστος ἡμῶν καὶ τέρπῃ τὴν ψυχὴν ψάλλων, καὶ ὑποκλέπτῃ 
ἄδων τὸν 
5, ἐκ τῆς ἀναγνώσεως πόνον ἐπειδὴ γὰρ οἶδεν ὁ Θεὸς πολλοὺς 
τῶν ἀνθρώπων 
.26 τ 


= C, L: κατωνόμαστο L: εὐαρμόστως 27 Li: τῆς τοῦ ὅρου 28 CL: ἄλλως 


“AG L:abest ἢ C, L: καὶ λέγεται 31. ᾿ ἴω; τηϑησαυρισμένον ὅδ ἃ; τινας 
| 2 CL: ψάλλειν ἢ C: τέρπηται 4 L: olde 
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πως, = - 


ῥαϑυμοτέρους" ὄντας Kal® πρὸς τὴν τῶν πνευματικῶν 
ἀνάγνωσιν δυσχερῶς 
ἔχοντας, καὶ τὸν ἐκεῖϑεν οὐχ ἡδέως κάματον δεχομένους, 
ποϑεινοτέρους τοὺς 
πόνους ποιῆσαι βουλόμενος καὶ τὸν κάματον 
ὑποτέμνεσϑαι7᾽ τὴν τοῦ μακαρί(ου) 
Δα(βὶ)δ ἐκίνησε γλῶσσαν μελωδίαν ἀμίξαιδ τῇ 
npogntia?, ὡς ἵνα ῥυϑ- 
10. μῷ τοῦ μέλους ψυχαγωγούμενοι9, μετὰ πολλῆς τῆς 
τέρψεως τοὺς ἱεροὺς ἀνα- 
πέμπομεν ὕμνους᾽ οὕτω γὰρ h φύσις ἡμῶν πρὸς τὰ ἄσματα 
καὶ τὰ 
μέλη οἰκείως ἔχει, ὡς} τὰ ὑπομάζια βρέφη 
κλαυϑμηρίζονταιϊ2, οὕτω κα- 
τακοιμίζεσϑαι καὶ γυναῖκες atl? στηρεύιυσαι! 4, καὶ 
νηπόροιΪ", καὶ ὁδηπόροι 6 
τὰ ἄσματα τῶν ἔργων καὶ πόνων παραμυϑοῦνται, ὡς τῆς 
ψυχῆς τοῦ μέλους 
15. ἀκουούσης 7 ῥᾷον ἀπαντᾷ 18 ἐνεγκεῖν 19 
δουναμένηθ, τὰ ὀχληρὰ καὶ ἐπίπονα 
καὶ ἐπεὶ ἣ ψυχὴ ἡμῶν οἰκείως ἔχει πρὸς ταῦτα ἀνέσεως 2], 
iva22 μὴ πορνικὰ 
ἄσματα οἱ δαίμονες εἰσάγωνται23 καὶ ἀπαντᾷν 
ἀνατρέψωσι2" τῆς ὀρϑότητος τοῦ [ 
ψαλμοῦ, ἀπεστείχισεν26 ὁ Θεὸς ταύτῃ 27 τῇ γλυκύτητι, 
ὥστε ὁμοῦ πρᾶγμα 28 καὶ 
ἡδονὴν φέρειν καὶ ὠφέλειαν παρέχειν τοῖς τὰ τοιαῦτα 
ψάλλουσι, καὶ ἄλλως 
διὰ τοῦτο τὰ ἐναρμόνια ταῦτα μέλη τῶν ψαλμων ἡμῖν 
émivevontai2?, ἵνα 30 


5, Ὁ: ῥαϑυμωτέρους 61; abest 1.1: a 8 C, L: ἀναμίξαι 

9 C. L: τῇ προφητείᾳ 101. ψυχαγούμενοι IC, L: ὡς καὶ 

2 ς; κλαυϑμηρίζοντα L: κλαυϑμυρίζονται . C, L:_ non continent 

14 C, L: ἱστουργοῦσαι = *”. C: γηπόνοι L: γηπόροι C, L: ὁδοιπόροι 

17 C: ἀκούσης ᾿ὅ, C, 1; ἅπαντα =! Ὁ: ἐνεγγκεῖν 20 ἌΡ. «Ὁ Ὁ. 

21 ΤΣ ἀνεσία 72. C: ἵνα - ἀπαντᾷν abest 73. L: εἰσαγαγόν JL: ἅπαντας 

25. C:dvatpeyw 26 C, 1 ἀπετείχισεν .6, L: τούτων “Ἢ iG. L: τὸ πρᾶγμα 
9 

29 C: ἐπινενόητε L: ἐπινόηται -Criv? 
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ot παῖδες TH ἡλικία ἀκμάζοντες ἤ καὶ ὅλως τῶν 6" 
ppyavtes?! , τῷ μὲν 
Soxei>? μελῳδεῖν, τῇ ἀληϑείᾳ δὲ τὰς ψυχὰς 
ἐκπαιδεύονται33᾽ ὦ τῆς σοφίας 
ἐπινοίας τοῦ διδασκάλου ὁμοῦ τε ᾷδειν ἡμᾶς καὶ τὰ 
λυσιτελῇ μανϑάνειν ἧἡ- 
36 


μᾶς μηχανομένου᾽ ὅϑεν καὶ μᾶλλον ἐντυποῦνται 
ταῖς ψυχαῖς τὰ διδάγματα᾽ 
25. βίαιον γὰρ μάϑημα παραμένειν ob πέφυκε, τὸ δὲ 
μετατέρψεως37 καὶ χαρᾶς 
ἀδόμενον μέλος μονιμώτερον ἡμῶν τοῖς σώμασι καὶ ταῖς 
ψυχαῖς ἐνι- 
ξάνειν38 καὶ αὐξάνει, καὶ ἡ μὲν πρόχειρος αἰτία 59, καϑ ᾿ ἥν 
wsS ᾿ ἡδονῇς τὴν ἐν 
τοῖς ψαλμοῖς μελέτην ποιούμεϑα, αὐτὴ Ὁ ἐστὶ, τὸ δὲ διχῶς 
τοὺς χοροὺς ποιεῖν᾽ 
καὶ διαιρεῖν καὶ ψάλλειν τίς ἡμῖν tad9 “4! ὑπέδειξεν᾽ 
ἄκουε ἀκροατὰ 2 τὸ δύο 
30. χοροὺς ψάλλειν Φλαβιανὸς ὁ μακαριώτατος ἀρχιεπίσκοπος 
᾿Αντιοχείας πα-- 
ρέδωκεν, ὡς εὐάρμοστον καὶ ὡς ἀειϑαλῆ τὴν μελῳδίαν, 
ποιῶν 3 μικρόν: 
ἀπ᾿ ἀλλήλων τοὺς ψάλλοντας διαστήσας, καὶ μικρὸν 5 ev 
τάξει ϑέσϑαι, οὗτος ὁ 
42ν. ἐκέλευσε; καὶ νενομοϑέτηκε ψάλλειν εὐχαρίστως καὶ 
εὐρύϑμως, ὡσὰν: 
ϑατέρου τῶν μερῶν ἡσυχάζοντος, καὶ πνεῦμα ὡς" 
ὑπεραναλαμβάνοντοςξ 


31. C, L: τῷ νέῳ σφιγγῶντες 32 C, L: δοκεῖν 33 C, 1.: ἐκπαιδεύωνται 


34 C, L: τῆς σοφῆς Li abest 36. Ὁ: ἐκτυποῦνται 37 C, L: μετὰ τέρψεως 
38. C, Li ἐνιζάνει . C: μαϑεῖν αἰτία 4 C, L: abt 41. C, Li ταῦτα 
42. C, Li ὦ &xpoata 43 C, L: ποιῶν τὴν μελῳδίαν . ΟΣ μικράν 


45. C, Li καὶ χορόν 46 1; οὕτως 1 , | 
ΕΣ ἐκέλου 2. C, L: ὡς ἂν 3 C, L: ὥσπερ _C, Li ἀναλαμβαάνοντος 
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10. 


15. 


10 
2 f 
EKELVOU 


1 Ὁ; abest 


τῇ τοῦ ἑτέρου ψαλμῳδία᾽ Kai διὰ τοῦτο οὔτε ὁ ψάλλων 
οὔτε ὁ ἀκούων ἀρκέσει 
mote ταῦτα δὲ οὐ μετὰ κραυγῆς τινός, ὡς οἱ τὴν μουσικὴν 
δ 6 6 
ψάλλοντες, εἰ δὲ γε 
ϑέλεις7 ἀληϑῶς ἐμμένουσαϑ ψάλλειν ἐπὶ τῇ δυνάμει τῇ 
σῇ καὶ μὴ βιασϑῆςϑ ὡς 
οἱ πολλοὶ κραυγὰς ἀσήμους καὶ ἁτάκτους ἐκπέμπουσι 
φωνάς᾽ οὗ γὰρ τῶν 
ἐννοούντων 10 ταῦτα τῶν κυρίως} ἀνθρώπων᾽ ὅπου 
ye!2 καὶ ὁ Πέτρου κανὼν διαῤῥήδεν 13 
βοᾷ κανὼν yap ὁ συνάζων ἐκείνου ἰ4 τὰ ἐμά, ταῦτα 
ἐπείργει15 φάσκων, 
of 16 f ‘ 17 ἃ, ὦ κω f f 
οὕτω ““ ψάλλειν τοὺς" ἐπι ταῖς θείαις παραγενομένους 
ἐκκλησίαις, βουλόμε-- 
Sa μετὰ φόβου Θεοῦ καὶ κατανύξεως τῶν γὰρ 
παραγενομένων ὃ καὶ ἀσήμους 
4 f 4 2 i 19 ὸ 2 i 4 
φωνὰς καὶ κραυγὰς ASOvOUG"? οὐκ ἀποδεχόμεϑα τὴν 
ὁρμήν᾽ γέγραπται 
γὰρ, μὴ ἐκβιάζετε τὴν φύσιν ὑπὲρ τὴν φύσιν2θ, ἀλλὰ μετὰ 
τῆς προσηκού- 
σης εὐλαβείας προσάγειν δεῖ τῷ Θεῷ τοὺς ὕμνους᾽ εὐλαβεῖς 
yap ἔσεσϑαι δεῖΖ' τοὺς εὐ- 
λογοῦντας τὸν Κύριον, καϑώσπερ τὸ ἱερὸν ἀπεφήνατο λόγιον, 
καὶ ὁ χρυ-- 
σοῦς τὴν γλῶτταν καὶ μέγας τῆς οἰκουμένης φωστὴρ τάδε 22 
εἰσί23᾽ ka ᾿ ἑ- 
f ᾿ ΕΣ a { 2 f 4 
κάστην [ἡμέραν] ἄγγελοι εἰσὶν ἀπογραφόμενοι τοὺς 
παρισταμένους ἐν τῇ ἐκκλησίᾳ. 


Ὁ, 1 ναρκήσει ® ς: εἰδὲ 7. Ὁ; ϑέλῃς 8 C, L: ἔμμουσα ἦ11: βιασϑείς 
. Ὁ, L: αἰνούντων ἰἰ 6, L: τὸν Κύριον, ἀλλὰ τῶν μαινομένων καὶ φρενητιώντων 
[L: φρενιτιώντων) '2 ς; ὅπου ε %™-v C, L: διαῤῥήδην : 


_C, L: ὃ συνάδων 


15, C, L: ἀπείργει 6 1; οὕτως 17 C: abest 38. C, L: παραγενομένων 
ἐν τῇ ἐκκλησίᾳ 19, C, 1; ἀδόντων 20, C: ὑπὲρ thy φύσιν non continet 
ρ τὴν φύ 


22 Ὁ; τὰ δὲ BC: φυσί L: φησί 
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Ἐρ(ώτησις): Πρὸ τοῦ γενέσϑαι τοὺς ἤχους ὑπῆρχον φωναὶ 
ἤγουν μέλη τόνων: 
᾿Απίόκρισις): Ὑπῆρχον μὲν" μέλη, πλὴν ἄηχα καὶ 
ἀνάρμοστα καὶ πρὸς κραυγὴν βιαίαν: 
‘ , > ! . ey \ \ - δ 
τὴν φύσιν ἐκβιάζοντα Kata’ δὲ τὴν τῶν ἤχων 
εὐάρμοστον σύνϑεσιν τὰ 
ὁ P 7 ¥ δι ς f f \ 
20. πάντα εἰς τάξιν συνηρμόσϑησαν καὶ ἢ Praia Napapwvn, καὶ 
ἡ κραυγὴ 
« 3 ‘ a f \ f t 23 
ἢ ANPENNS εἰς μέτρον καὶ ταξιν κατηντησεν““. 
Ἔ ρ(ώτησις): Πόσοι τόνοι εἰσί [; ] 2? καὶ τί τὰ αὑτῶν 
ὀνόματα; 39 
᾿Απ(όκρισις): Τόνοι μὲν εἰσὶ πεντεκαίδεκα 31΄ εἰ 8872 
ἀπειϑεῖς"39 ἐρώτησον πόσα κα- 
! 34 καὶ ς t ἃ SiS » \ f 
Bara? ἔχει ἢ τελεῖα μουσικὴ καὶ εὑρήσεις τὰ NAVTH 
δεκαπέντε3", δηλον 
25. 61136 τόνοι37 τε ’ εἰσὶ πρὸς8 ἀναλογίαν τούτων τὰ δὲ 
ὀνόματα αὑτῶν Eici?? © 
4 - rT ~ 140 2 a - 7 4] z \ 
τὸ πρῶτον ἶσον, ὥς καὶ ἐπὶ τῶν γραμμάτων Eotiv 
ἔμφωνον᾽ οὕτω καὶ 
1 Ψ ᾿ \ 4 ; ¥ Py ᾿ ~ i 1M 
τὸ ἶσον, ἐπειδὴ τὴν APYHV EF αὑτοῦ ποιούυμεϑα, καὶ ἄνευ 
τούτου, οὐκ ἔτι δυ-- 


44» 


\ [4 e 43 « ͵ wv 
νατὸν EAsiv?? ἡμᾶς φωνήν, OvtE™ ἀνιοῦσαν, οὔτε 


δέ Ὁ 
κατιοῦσαν, δέον εἶναι 


~ \ ! ν 46 1 « 147 ‘wy \ \ 
τοῦτο καὶ φώνην, καϑως ὃ καὶ ἐστι" καὶ EYEL μὲν POV 


tories, ἤτοι ἀριϑ- 


24°C, Li τινά 25 Ὁ; abest 8, ς.1» βιαίως 27 “ΕΣ μετα 

a ς: μεν τ 29.6,1., 39 ς: τὰ Oe αὑτῶν; 71. C: πέντε καὶ δέκα 
2 Ὁ: εἰδὲ ἢ C: ἀπειϑῆς L: καὶ ἀπειϑῆς ν καβάλλα 35 . Ορνιε." 

36 C, L: δῆλον, ὅτι 37 C, Li καὶ τόνοι Ἢ C, Lixo 7%. C, L: εἰσὶ ταῦτα᾽ 
Τα ποη habet © .(,1: τῶν γραμμάτων IC: τὸ] ἄλφα, καὶ gee τὸ ἄλφα κατ᾽ 


ἀρχὴν τῶν Ἰραμμάτων ᾿4 . 0, Ls ἔστι 43 (1. εὑρεῖν L: οὗτε - εὑρεῖν φωνήν 
non continet Codex Docheiarius 318 (Tardo, 213): εἶνε κὶ ibid.: καὶ φωνήν, 
φωνὴ καϑὼς 47 ibid.: i 48 C, Doeh.: ποίαν δὲ 

43] 


en = “ἂς ον. 


a, 


43. 


10. 


HOV οὐκ ἔχει. καὶ ἄκουσον τί ἐστι, ποία φωνὴ ἐστὶν ἡ 
A 
ἀπ«..»κδοχὴ 2 καὶ 
δ » ( a ͵ a . 50 1 1 . ὃ 4 
οὐκ ἔστιν ἄλλως εὑρεῖν φωνήν, EL UN?’ TO ἴσον Kat © APXNV 
ὑποβάλλει"; 
a ᾿ ι = 
εἰ Se ἀριϑμητικὴ"2 φωνὴ ἐστὶν ἡ μετὰ τάξιν53 ἐμμελῶς, 
ς ) 
αἱ κατὰ" ἀ- 
f ΒΞ ‘ “ἢ , 2 f + Τ ‘ 
κολουϑίῖοαν τοῦ εἱρμοῦ Evappoviws ἄδομεξνη οἷον TO 
εὐτάκτως ἀδόμε-- 
» 4 ᾿ ~ oa - . ! 
νον PELOG περὶ μὲν tod ἴσου καὶ tod? ἔμπροσϑεν πολλὰ 
λέγειν ἕ-- 
" ἃ) 5 i ‘ ~w κ᾿ f ἂ ft ~ ᾿" 
ομεν ἄκουσον δὲ καὶ περὶ τοῦ ὀλίγου, ὄλῖγον καλεῖται διὰ 
ρ ‘ Y i ἮΝ ’ 
TO ENAVO 
τοῦ ἴσου ἐξηχεῖν ὁ Adyo>” καὶ ἐν τούτω τὴν τοιαύτην 
2 
ἐπωνυμίαν 
κέκτηται, διὰ τὸ ὀλίγον ἐκχεῖσϑαι, καὶ ἥμερε <... >Eac! 
ἐπάνω τοῦ ἴσου 
ε ᾿ ὼ [4 
ὁ δὲ ἀπόστροφος στρέφει τὴν τούτου φωνὴν καὶ τὴν ἐπωνυμίαν 
κέκ-- 
? ° f 2 me. - 
τηται ταύτην τὰ δὲ κυρίως ὀνόματα τούτων εἰσὶ ταῦτα 
ἤγουν 
τόνοι, οὕς ὄπισϑεν προειρήκαμεν τρεῖς ὀξεῖα δὲ λέγεται διὰ 
τὸ 
tyes , ’ \ \ mw " - 
ὀξεὼς τίϑεσϑαι καὶ THY φώνην ὀξεῖαν“ ποιεῖν. 
ἡ δὲ πετασϑὴ διὰ τὸ ὡς περὶ πετάσματα τινός, καὶ ὁμαλῶς 
πῶς" 
i \ \ ’ i \ ‘ - 
τίϑεσϑαιθ, καὶ ποτὲ μὲν7 ἔσω, note δὲδ ἔξω πετᾶσϑαι, 
ὡς ὑπὸ πνεύματος 
πτεροῦ τινὸς κούφου ἐλαυνομένη, ἔνϑεν κἔένϑεν, καϑὼς 
πάντες 
ὰ ἢ 10 ἣ - Ll , ᾿ a \ ( 
ENLOTAG VAL’ καὶ νοῦν" μακαρίζω τὸν αὕτην οὕτως 
πῶς 12 ¢ Ovopdoavtat! L3 » δικαίως 
γὰρ ἔφησε αὐτὴν πετασϑὴν 15, ἐν τῷ μέλλειν γὰρ 
αὑτὸν 16 YELPOVOHELO Gat 


49 C, Doch.: ἡ ἀποδεικτική Ὁ. (Ὁ: εἰμή “1.1. ὑποβάλῃ 52. C: ἡ δὲ ῥυϑμητική 
ἣν KT} 


L: Ἡ δὲ ῥυϑμιή >. C: etd 


C, L: κατ᾽ 55. L: τῶν 


1. C, 1: ἡμέρως m 1: ὀξεῖαν 2.0, Li πεταστή «= 4. ΓΟ: περιπετάσματός., 
L: περιπετάσματα “. C, L: abest ἢ. C, L: περιτίϑεσϑαι G ποτὲ δὲ μὲν 


2G, ibe 
rie 


a non habet 7. Lz τοῦ πνεύματος 0 C, 1 ἐπίστασϑε |! .(, L: νῦν 
abest 33. C, L: ἐπονομάσαντα 14 C, L: ἔφησεν , Ὁ, L: πεταστήν 
αὑτήν 
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« 


n χεὶρ ὥσπερ πτερὸν 17 ἀνίεται καὶ πετᾶται ὃ ἕξωϑεν καὶ 
ἔσωϑεν, διὰ τοῦτο 


ὁ μουσικὸς πετασϑὴν 19 αὐτὴν κατωνόμασενζθ, Σεῖσμα 
καλεῖται 


διὰ τὸ τὴν ὑποῤῥοὴν προσλαμβάνειν ὑπὸ γὰρ δύο 
αρειῶν καὶ ὑποῤ- 
15. pons τὸ σεῖσμα καϑίσταται᾽ ἔχει δὲ καὶ2' τὴν ὑποῤῥοήν, 
ὥσπερ σὺν22 τινα 
ἤ σκεόληκα 2", καὶ ἐν τούτῳ σεῖσμα καλεῖται ἢ δὲ ὑποῤῥοὴ 
ἔχει PO- 
vac δύο᾽ ὅπου δ᾽232 ἂν τεϑῇ Ev τῷ σείσματι δὲ φωνὰς οὐκ 
ἔχει, 
ἀλλὰ προσλαμβάνει αὕτη τὸ πίασμα, ἵνα ἐναλλαγήν τινὰ 
τῆς χει- 
ρονομίας ποιήσῃ, εἴπω δὴ καὶ τοῦ μέλους εἰ γὰρ οὐκ ἦν 
ὑποῤῥοὴ ἔμελ- 
20. λε χειρονομηϑῆναι πίασμα, ἵνα δὲ ὑποσείσῃ τὴν χεῖρα, καὶ 
ὑποῤῥι- 
THON, ἐτέϑη ὡς ὑπογεγραμμένη2", οἷον nov ἐν τοῖς 
; ν γράμμασιν, 
wo ὦ μέγα δύοΖ7 ᾿ τὸ μὲν ἕν συνίσταται διὰ δύο v υ, τὸ δὲ 
ε ἕτερον 
διὰ δύο ο ο. καὶ ὅταν μέλλωσι28 γραφῆναι, οἷον τῷ καὶ 
/ 4 i 2a 4 30 \ εἶ \ a ~ ἐκείνῳ 
προσγράφω ὑποκάτω“ τότ, καὶ τὰ μὲν ὦ ὦ EKQOVA, 
τὰ δὲ τι 
25. οὐκ Expova?!, διὰ τὸ32 ἐπωνομάζεσϑαι33 ταύτην 
4 προσγεγραμμένην᾽ 
οὕτω δὲ ὑπὸ τῶν δύο βαρειῶν ἐτέϑη ὑποῤῥοὴ ὡς 
προσγεγραμμένη ἢ 
καὶ διὰ τοῦτο οὐκ ἐκφωνεῖται ἐπροείπομεν 35 οὖν" ¢ OTL 
yg ΝΥ , τόνοι εἰσὶ δέκα- 
πέντε"', καὶ ov καταδέχῃδ, ἀλλὰ λέγεις, ὅτι οἱ πρὸ ἡμῶν 
εἰκοσιτέσ- 
σαρες3 εἶπον εἶναι τούτους 9, ἐκεῖνοι συνεψήφισαν 
τοὺς τόνους, τὰ πνεύ- 


ΟΣ πτεράν Li πτερά = 8. Cz πέτεται ᾿.(, 1 πεταστήν 


Ὁ C, L: κατωνό ig Ee "Ἄκουσον καὶ περὶ ae σείσματος 21. C, L: abest 

~. Cy Laie *.C, ὡς ἤγουν σκώληκα 74. L: non haber 

25 C. L: 26 27. ! 28 σι. 5 

ae L: προγεγραμμέν . C: non continet C: μεγάλα δύω . (; μελωσι 
.C: ὑπὸ κάτω Ὃ L: abest 7). 1,: τὰ δὲ τι οὐκ ἐκφωνῷ abest 32. Ὁ: διὰ 

τοῦτο 77, C: ἐπονομάζεται L: ἐπδνομάζεσϑαι 34 ς; mg cae 33, Ὁ, ἘΣ 

προείπομεν 6 @ 1: abest 37. Cre’ δ Ὁ: παραδέχῃ c: κδ' 9. ς,1 

τούτους εἴναι᾽ . C: συμψηφίσαντες L: συνψηφισάμενοι 
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——- 


+3 τόνους 
εἰκοσιτέσσαρας κατὰ τὸ 
μέτρον τῶν κδ΄ 45 πραγμάτων5, ἤ κατὰ 7 τῶν «68 
ὡρῶν τοῦ νυχϑη- 
μέρου᾽ καὶ ἄκουσον τόνοι εἰσὶ 1649, πνεύματα 8° καὶ 
αἰσϑήσεις Ε. 
ὁμοῦ κδ'"2, καὶ ἄλλος3 ἐστὶ τόνος, καὶ ἄλλο πνεῦμα, 
καὶ ἄλλο αἴσϑησις" 
Ἕρ(ώτησις): Διὰ τί τέσσαρα πνεύματα καὶ οὐχιῦ" πλείω Pa, 
εἰσίν; ὁ 


30. ματα καὶ ἡμίτονα 2 ἐπανεβίβασαν 


.51. 


35. ᾿Απίόκρισις): Διότι58 ὁ ἄνϑρωπος ἐκ τῶν" τεσσάρων 
στοιχείων συνίσταται, καὶ εἰ ἕν τούτων λείψη" 
43ν. ἄνϑρωπος ἀδύνατον ἐστὶ ζῆν ἤ κί νεῖσϑάϊ: οὕτως οὐδὲ ἐκ 
τούτων τῶν τεσ-- 
tf 2 l , . i . 2 . i 
σάρωῶν EK* HELWOLV ὑποδέχεται εἰ δὲ μὴ γε οὗ 
συνίσταται ἣ ῥηϑμητική". 
ἐπειδὴ οἱ τόνοι σώματα εἰσὶ καὶ πνεύματα δέονται καὶι 
ἄνευ πνεὺ μάτων 
οἱ τόνοι ἀνενέργητοι εἰσίν, ὡσαύτως καὶ ἄνευ τόνων τὰ 
πνεύμαται ὰ- 
5. κίνητα μένουσι τὴν μὲν δύναμιν καὶ τὰς φωνὰς αὑτῶν 
καϑ ᾿ ἑαυτὰ 
ἔχουσινθ, οὐ μὴν δὲ7 τὴν ἐνέργειαν᾽ μὴ ὄντος γὰρ τόνου 
τὸ πνεῦμα ἄ- 
πράκτον, καὶ τοῦτο περ ἀληϑῶςδ εὑρήσεις ἐν ™ παπαδικῇ 


ἐπιστήμῃ 
οὐδέποτε γὰρ εὑρήσεις ἕν τῶν πνευμάτων, ἄνευ τόνου | 


κείμενον" οἷον 
, m3 7 ‘ af - 2 
τι λέγω, Ἐπέστη ἡ εἴσοδος τοῦ ἐνιαυτοῦ". ἰδοῦ ἐτέϑησαν 


εἰς τὸ "Te" 
10. πνεύματα δύο, ἕν ὑποῤῥέον καὶ ἕτερον ἀναῤῥοῦν, πλὴν 


3 


ov 
χωρὶς τόνου δηλονότι, ὡς μὴ ἰσχύοντα ἐνέργειαν τόνου 
Ul 
AWEAG Garr 10, 


42 1 τὰ ἡμίτονα 43 ς; ἐπανέβασαν 44 cx 45 C, L: τῶν εἰκοσιτεσσάρων 


6 C: γραμμάτων L: στοιχείων 47 Ὁ; abest 48. C, Li: τῶν εικοσιτεσσάρων 

49. wis ae, 50. L: τέσσαρα lL: πέντε Ὁ C, L: ὁμοῦ KO not continet 
53. YL: ἄλλο 54. Ὁ: αἰσϑήσεις 55. C:o "ἢ . ΓΟ, L: Διότι καὶ 57 _C, Li abest 
58. - δι νει ἡ 


. (: ἕν °C: μήγε ICL: ἡ ῥυϑμητική 4. C, Lt πνευμάτων 5. Ὁ: δέοται 
Le ἔχουσι ic. L: δὲ cai 8 C, L: προελϑῶν 7 Cc: κινούμενον 
°C, L: τινα δέξαὐ Ψὰ ‘ 
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15. 


20. 


2% 


8." 
a 


καὶ μέλη εἰσὶ καϑὼς προελέχϑησαν. 


ἄνευ τούτων, καὶ εἰ μὴ προσελάβετο εἰςΐ2 τὸ 
χαμιλὸν}5 τὸν ἀπόστροφον, 
καὶ ἡ ὑψιλὴ! τὴν ὀξεῖαν δύναμιν, φωνὴν ἀποτελέση " 
οὐκ ἴσχυσεν 'ῦ, 
ἀλλὰ προσελάβετο τοὺς τόνους, ἵνα πληρώσῃ τὸν κανόνα 


τὸν λέγοντα, 
ti 4 e 4 , PI f "ς A 
ὅτι τὰ πνεύματα χωρὶς τόνων οὗ τίϑενται᾽ ὁ δὲ YE 


βουλόμενος 7 χωρὶς 
τόνου ϑεῖναι πνεύματα 18, πάντῃ 2 χωρικὸς ἐστὶ καὶ 
ἄγροικος τίϑενται δὲ 
τὰ πνεύματα ἄνευ τόνων éEv29 τῷ κουφίσματι Kal4! τῷ 
ἀντικενώματι, ἔχει 
ὁ ἄνϑρωπος πέντε αἰσϑήσεις, ἔχουσι καὶ οἱ τόνοι πέντε 
αἰσϑήσειςΖ2, καὶ τοῦ μὲν 
ἀνϑρώπου εἰσὶν abtar ὅρασις, ὄσφρησις, ἀκοὴ, γεῦσις καὶ 
ἁφή, 
τῆς δὲ παπαδικῆς κούφισμα, τζάκισμα, παρακλητική, φϑορὰ 
καὶ Sepa καὶ ἐπειδὴ τὰ πάντα κατὰ τὴν τοῦ ἀνθρώπου 
ἡρμηνεύσαμεν πλάσιν, 
εἴπωμεν καὶ αὖϑις ἔχει ὁ ἄνϑρωπος χεῖρας καὶ πόδας, 
ὡσαύτως καὶ οἱ TOvOl, 
καὶ ποιούς [; ] 23 τοὺς συνϑέτους ἤ2 τὸ κράτημα, καὶ 


τὸ ξηρὸν κλάσμα, καὶ τὰ 
ὅμοια ὅσα εἰσὶ σύνθετα. 


Ἐρ(ώτησις): Πόσα σημάδια εἰσὶν ἄφωνα". 
᾿Απ(όκρισις): Ἐννέα, τὸ icov”, τὸ ὀλίγον, ἡ ὀξεῖα, ἡ 


πετασϑή2), ὁ ἀπόστροφος, τὸ 


κέντημα, ἡ ὑψιλήΖδ, τὸ ἐλαφρόν, καὶ ἡ χαμιλή 29 τὰ δὲ 


ἕτερα σημάδια 


Ἐρ(ώτησις): Ἰσοφωνοῦσι τινὰ ἐξ αὑτῶν; 


12 Ὁ, L: non habent 13, C, hi τὸ χαμηλόν 14 ἣν L: ἡ ὑψηλή 


πκοτελέσαι ἐδ C: ἴσχυραν - , Cal: hee ape Mico 1: πνεῦμα 
: πάντη . Cr non apa L: καὶ ἐν 


2 ¢, en Ἢ 


Tag L: αἰσϑήσεις πέντε 
“ΑΝ is ἔμφωνά εἰσιν; 26, C, Li ἥ ἴση 


: ἢ πεταστή C, Li ἡ ὑψηλή 77. Ὁ: ἡ καμηλή L: ἡ χαμηλή 


2. non continent 


435 


ai 


30. ᾿Απίόκρισις): Ἰσοφωνεῖ τὸ ὀλίγον, ἡ ὀξεῖα, 7 metacSy?! , 
καὶ τὰ δύο κεντήματα, τὰ 
ἐν τῇ φωνῇ αὐτῶν. 
Ἐρ(ώτησις): Ἐὰν ὡς ἰσόφωνον ϑελήσῃ:2 τὶς ϑεῖναι ἀντὶ 
ὀλίγου ὀξεῖαν ἤ ἀντὶ πετα- 
σϑῆς33 ὀλίγον, δυκτὸν34 ἐστίν; 


2 


᾿Απ(όκρισις): Οἷος5" ἀντ ᾿ ἄλλου ἄλλον6 ϑήσει 
ἐκεῖνον7 ψευκτὸν38 ἡγούμεϑα καὶ πάνυ 
35. χωρικόν᾽ sic?? τὴν ἰσοφωνίαν ἀσπάζονται, GAA ᾿ ἐν τῇ 
χειρονομίᾳ πολὺ 
44 ἀπ᾿ ἀλλήλων διεστήκασι᾽ τότε γὰρ ἐπαινεῖται ὁ 
τονίζων, ὅταν τὰ σημάδια 
καὶ τὰς φωνὰς ἅμα τῇ χειρονομίᾳ ϑήσῃϊ dxtoviotac?, εἰ 
δὲ φωνὰς μὲν 
ϑήσειΐ, τὴν δὲ" ἐνέργειαν τῆς χειρονομίας οὐ γράψειδ 
τοῦτον οὐδεν7 ἡγούμεϑαϑδ. 
5. Ἐρί(ώτησις): Ἐν τῷ μέλλειν ἀπάρξασϑαί σε στιχηρόνϑ᾽ ἤ 
ἄλλον τοιοῦτον που ὑπάρχει! ! τούτων: 
᾿Απ(όκρισις): Μετὰ ἐνηχήματος 2. ᾿ 
Ἐρ(ώτησις): Ti! ἐστίν ἐνήχημα; 
᾿Απ(όκρισις): Τοῦ "7 ἤχου ἐπιβολή. 
Ἐρ(ώτησις): Καὶ πῶς ἐνηχίζεις; 


με C, L: ae 22 ς; ϑελῇ 39 Ὁ, Li πεταστῆς MC: δεκτού 12 δεκτόν 
. C: οἷον C, L: ἄλλο "Ὁ: αϑεν C, L: ψεκτόν . Lr εἰ καὶ 
. C: ϑήσει 2 G, 1 ᾿ἀπταίστως᾽ δ Ὁ; εἰδὲ 4.1; ϑήσῃ 5 Ὁ; 2s 6 1; οὐ γράψῃ 
"6, L: non habent C, L: ἡγούμεϑα μαϑητήν 9 ς: oc 9 L: ἄλλο 
l CL: πῶς ἀπάρχῃ "12 . Ὁ; Μετὰ σχήματος ἰ95. C, 1; Καὶ τί “ς L: Ἡ τοῦ 
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ii 


x 
κα ς: 


BC 
26 C: 


ξέρον σημαδίον ,. Cz ἀρξάμενος 30. C: ἐργάζονται Li ἐργάσωνται 


Ὡς, 


10. ᾿Απίόκρισις): ᾿Ανανὲ ἀνές, 
Ἐρ(ώτησις): Καὶ 5 τί ἐστὶ τοῦτο; 
᾿Απ(όκρισις): ᾿Αρχὴ ἐστὶν ἐπαινετὴ καὶ πάνυ 
ὠφέλιμος &kovoov!? καὶ} 5 ϑαυμάσεις 2 


16 


τὸν τὴν ἀρχὴν ταύτην ἐκϑέμενον 0 τό ἀνανὲ ἀνὲς 
εὐκτικὸν2] ἐστίν, 
172 ᾧ ἄναξ καὶ βασιλεῦ οὐρανοῦ καὶ γῆς, νά235, ἀνές, καὶ 
ἄφες τὰ παρα- 
15. πτώματά μου, τοῦ ὑμνεῖν καὶ δοξάζειν τὴν σὴν ἀδιαίρετον 
βασιλείαν 
ὕμνον, ἀξιόχρεονΖέξ, ὁμοίως καὶ τὰ λοιπά, περὶ ὧν ὁ λόγος 
πρόσω διδάξει. 
Ἐρ(ώτησις): Πόϑεν ἀπαρχή; 
᾿Απ(όκρισις): ᾿Απὸ τοῦ ἴσου, καὶ sic ἴσον πάλιν 
καταλήγει", ἐπειδὴ τὸ σημεῖον τοῦτο 
φαΐνεται und ᾿ ὁπωσοῦν2θ6 κανονιζόμενον, ὡς φασίν ἐν τῇ 
γραμματικῇ, 
20. αἱ ἀρχαὶ καὶ τὰ ϑέματα κανόνας οὐκ ἔχουσιν, GAA ᾿ οὐδὲ 
συναριϑ- 
μεῖται ἐν τοῖς ἀφώνοις ἤ ἐμφώνοις, GAA > ὡς βάσιν τινα καὶ 
ἀρχὴν ὑπο- 
βολῆς ὁδοῦ τεϑήκασιν27, ἵνα μὴ ἀπὸ ἑτέρου σημαδίου28 
ἀρξάμενοι29 παράφωνον 
τὸ μέλος ἐργάσονται39, 
Ἐρ(ώτησις) 31: Ἐρωτῷ σε, ᾧ ἀκροατά, ἐὰν ἀπὸ 
ἐμφώνησιν32 τόνου τινὸς σημαδίου ἤρχοντο33 


L: non habent ἴδ. C: abest 17. C: non continet 18, C, L non comprehendunt 
L: ϑαυμάσας 7. Cr ἐχϑέμενον.͵ «74. C, Li εὐκτικη 22, C, Li ἤγουν 
Li καὶ 24, Ὁ: ἀξιόπρεπε Li ἀξιόχρεων «=>. C, Li καταλήγω 
μηδοποσοῦν L: μηδοπωσοῦν ΟΣ τεϑείκασιν 28. (; ἑτέρων σημαδίων L: 
7" Li: abest 


L: ἐμφώνου . C: ἤρχον 
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25. tod évnynpatoc, πόϑεν ἄρα ἦν τὸ PEBarov>4 , ὡς φωνὴ 
ἐνελέχϑη ἐν τῇ ἀρχῇ 


30. 


ὀλίγον ἡ ὀξεῖα ἡ πετασϑή; 39 
᾿Απ(όκρισις): Πάντως οὐδαμόϑεν, ἀλλ ᾿ ὅρα τὸ βέβαιον 
καὶ ἐπιστημονικὸν τῶν σοφῶν᾽ 
ἀπὸ γὰρ τοῦ ἴσου ἤρξαντο τῶν ἐνηχημάτων, ὡσὰν7 
στεῤῥὸν ϑεμέλιον ἔχου- 
σι τοῦτοΞ8δ᾽ καὶ πρὸς τὰ πρόσω εὐχερῶς φέρονται, GAA * 
ἐνταῦϑα γενόμε- 
vou? μὴ κατοκνήσομεν 0 πῶς τὸ ἶσον πάσης ἀρχῆς τῶν 
ἐνηχημάτων 
κατάρχει᾽ ἶσον γὰρ εἴ] λεχϑήσεται ἴσον τοῦ ξύλου 2 
ἐκείνου tO δὲ 
κατ ἀρχὴν τῆς φωνὴς ἶσον t<.. >vov ἶσον ἐστι [; ] 44 καὶ 
ἀποκρινόμεϑα, 
ὡς ol τὴν τ ἡμῖν τέχνην ἐξ ἀρχῆς παραδόντες καὶ τὰ 
τῶν τό- 
νῶν ὀνόματα συγγράψαντες εἶπον, ὡς τοῦτο μὲν ἐστὶν ἴσον, 
τοῦτο δὲ45 
ὀλίγον, ἐκεῖνο δὲ ὀξεῖα καὶ ἄλλα! ὁμοίως οὐκ ἠδυνήϑησαν 
ϑην«.. >14 ἐν τῇ προβολῇ τοῦ ἴσου τόνον3 φωνήεντα, ὡς 
παραφωνοῦντες 
φωνωσινΐ, ἤ τ᾿ ἀληϑὲς πταίσωσιν, ἀνάγκηνϑδ γὰρ ἦν 
πταίσαντ«.. >© τὸν 
μελῳδὸν, λέγοντα τὸν ἦχον ὡς ἀπὸ ὀλίγου, ἦ ἑτέρου τόνου 
τὴν ἀρχὴν ἐποιήσατο, πόϑεν γὰρ ἦν δυνατὸν αὐτὸ ποιῆσαι 
ἡμῖν [; ] 7 
εἰ δὲδ καὶ πολυπραγμονεῖν ἐφαίνετο, ὡς βέβαιον 10 ἐξ 
ἀρχῆς φωνήν, 


54. ς;; τὸ βέβανοι Ld βέλτιον 35. C, L: ὀλίγου, ἢ ὁδξεῖας, ἤ πετασϑῆς; 
᾿ =e non habet . Cz ὡς Ev 8c: ϑεμέλιον τούτων L: ϑεμέλον ἔχωσι τοῦτο᾽ 
Cc: γενόμενος 40. L: μὴ κατοκνή ὡμεν τὸν λόγον τῆς διηγήσεως, ἀλλὰ φέρ᾽ 
(L: φέρε] ἐξετάσωμεν re re . Cz ἴσον τοῦτο τοῦ ξύλου L: ἴσον τοῦτο τὸ 
ξύλον 43. (, L: tivo 5 5.6, L non habent 


-C, ἘΣ τ᾿ ἄλλα 


ς: ye ae 3G, οἷ; τόνου ἃ C, L: φανῶσιν 


τῳ L: ἀνάγκη ©. C, Li πταῖσαι "CL *. Cree 9. Ὁ: πολυπραγμονῶν 
oC, 1 βεβαιῶν 
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εἶπον &v!! πρὸς adtov!? οὐκ ἔστιν!5, ἀλλὰ [5 μετὰ 
προσβολὴν ἐποιήσω 


τοῦ ἐνηχήματος᾽ τρεῖς ἀφίεις 5 φωνὰς, καὶ οὔτε ἐκεῖνο ἦν 
aAn- 


Sera l®, οὔτε μὴν βέβαιον᾽ χοιπὸν εἰδότες ὡς τὸ ἶσον 
οὐδενὶ 
10. πταίει!7 σημείῳ τεϑήκασι! 8 ἀντὶ ϑεμελίου 19 
touto29, καὶ ἐξ αὐτοῦ ἀρχό- 
μενοι φανερῶς τὴν μετροφωνίαν διέρχονταιΖ!, μηδὲ πρὸς 
βρα- 
χὺ προσ«... ῬοντεςΖξ, ἐν ὅσῳ δὲ κατάρχει τοῦ 
ἐνηχήματος tovov24 
ἶσον οὐκ ἔστιν, ἀλλὰ καλεῖται τῷ ἰδίῳ ὀνόματι ἴσον. τότε 
μὲν 
λέγεται ἴσον, ὅτε2" τὴν κατάληξιν τῆς προσβολῆς 
ποιησάμενον", 
15. χόμεϑα δὲ ψάλλειν ἀπὸ ἴσου, καὶ ἰδοῦ καλεῖται ἶσον τῆς 
πρὸς αὖ- 


6 ἀρ- 


τὸ 27 φωνῆς, καὶ εἰς2 8 ϑέλεις29 πειράσωμεν ἐνταῦϑα 
τὴν ὑπόϑεσιν, καὶ 
εἴπωμεν, ἰστάμεϑα ἔμπροσϑεν ὑψηλοῦ τόπου, ὡς δῆϑεν 
τοῦτον 
μετρήσαντες0᾽ εἶτα κλίματα! ἐμβάλωμεν ἐν αὐτῷ, καὶ 
ἀναβαίνον- 
τες τὰς τῆς κλίμακος, βαϑμίδας, λέγομεν μία δύο τρεῖς 
20. τέσσαρας 2, τὴν δὲ γὴν}3 ἐφ᾿ * ἦν ἡ κλίμαξ 35 
ἴστατο, καὶ ἡμεῖς ἐστή- 
καμεν, οὐκ ἠριϑμήσαμεν37 καίτοι αὐτῆς38 οὔσης 
προβάϑου 9 καὶ 
ϑεμελίου Sta φροντίδος γὰρ εϑέμεϑα τὰς ἀναβάσεις καὶ 


᾿ ’ [2 - = 2 ΄ " 
11: οὖν [2 C: αὐτόν, ὅτι. 13 Ὁ: οὐκ ἔστι τοῦτο οὐκ ἔστιν Lz οὐκ ἐστι οὐκ ἔστιν 


14 CL: ἀλλ᾽ ἅμα τὴν προβολήν |. C, Le ἠφίεις δ, C: ἀληϑές 17. Ὁ: 
προσπταίει, _C: τεϑείκασιν Li τεϑήκασιν |”. C: ἀντιϑεμέλιον . Ὁ, L: ἵνα ὡς 
πρόβολον ao eae 1; διέρχωνται 22 Pars verbi delita est. C, L: 
προσπταίοντες . Γ, 1 προκατάρχει 24 (1, τινός 25, C: ὅταν ds VC, is 
ποιησάμενοι "αἱ αὐτόν 28 Ceci 29 C: ϑέλῃς 30. C: μετρήσοντες͵ 31 Ἂς, 
ἴω κλίμακα 92 C: τέσσαρες 33 /Li γοῦν 94. Lz abest. Ἶ. 1: κλίμακα δ. Ὁ: οὐ 
ἡ Τὰ οὐκ ἠριϑμήσαμεν δ Σὀ᾿ ἢ Ὁ: καὶ τοιαύτης ὅ.6, 1. προβάϑρου 
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25. 


30. 


μίδας ἀριϑμόν Ὁ ᾿ οὐ τὰς mpoPdtact! 8242 καὶ 
ϑεμελίους", τὴν μὲν γῆν ὑφ * ἥν 
ἐστάμεϑα5 περιπατοῦμεν!6, καὶ μόχϑους 7 
ποιοῦμεν8, οὐ μὴν ἀριϑμοῦμεν 
ἀρχόμενοι τῆς ἀνόδου 9 λέγομεν, μία δύο μέχρι τῶν ἑπτά, 
μηὸ 


ὁποσοῦν"0 τὸν ϑεμέλιον, Ep * Sv ἰστάμεϑα 
ψηφίζοντες" ΄ τοιοῦτον ἐστὶν ἐν 
ἀρχῇ τῶν ἠχημάτων τὸ ἶσον. προκατάρχει μὲν τῶν ἠχημάτων 
f a - ͵ - 57) ~ 53 7 3 PY ᾿ 
πᾶντων, EV τῇ προκατάρξει δες τινῶν" ἴσον οὐκ ἔστι KAGOC 
οὐδὲ γῆ, 
ἐφ * ἥν ἡ κλίμαξ ἵστατο. εἰ δέ55 βούλει πλατύτερόν σοι 
σαφηνίσω τὸν 
λόγον [; ] °° ἄκουε ἀκροατά57, μετὰ 58 πάσης 
προσοχῆς, εἰ ϑέλεις9 ὠφεληϑῆναι, 
a ? ~~ 6 f f 3 \ 4 3 , 4 
ἄνισχοντος TOD ἡλίου, ἄνϑρωπος τις ἐξελϑὼν τὴν ἰδίαν σκιὰν 
κατὰ πόδαςδ0 
ς i r , > 5 > A 61 4 δ᾿ ; rw 
ἁπλουμένην, μέτρα οὐδ᾿ αὑτῆνϑ' τὴν ἀνισταμένην ὥραν 
ἐπιγνῶναιό 
βουλόμενος, καὶ δῆτα σημειώσας τὴν ἑαυτοῦδ3ϑ σκιάν, καὶ 
που Pnpaticac®4 
αὐτὴν εὗρεν ἔχουσαν πόδας Kd". οἴδαμεν ὅτι μεϑ > οὗ 
ἵστατο ποδός 


45. ἐεσημειώσατο τὴν τούτου σκιάν, καὶ οὐκ ἀνῆλϑε τὴν 
ψῆφον 1 μετὰ 
40 (1; ἀριϑμεῖν 4]. (: βάσεις Li προβάσεις 42, C: abest B.C: ϑεμέλια 
441; γοῦν C L: ἰστάμεϑα « €: oe 7 CL: μόνον 
48 C, Li non habent 9 Ge τῆς πυδ ἢ ney L: Νὰ ᾿τωσθῦν 
$1. . C: ovvynt ἄν “συνψηφίζονεες 2 ς: (δι C, L: τινὸς 416. L: Ἢ γῆ 
55, C: εἰδέ . @ © L: ὦ axpoata 8 Ὁ; non continer %. Ὁ: ϑέλῃς 
60, ς ἡ ἀπόδα L: κατὰ πόδα CWE 61. Baltic 62 1; ἐπηνῶνα 
63. ς: τὴν αὐτήν L: τὴν αὐτοῦ _C: καὶ ποδοβηματίσας L: καὶ ποδοβατήσας 


1 . C: τὸν ξῆφον L: τὸν ψῆφον 
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‘ ot oo a 4 28 ‘ 3 f » 290 ‘ 
καὶ αὑτὸ ἔμφωνον Eativ2® Kat ἐμψυχωμένον, fe? καὶ 
τέως ἀφ ᾿ ἑαυτοῦ φω- 
32 


ΕῚ 


VV οὐκ ἔχει, οὐκ ἔχει φωνὴν ἀφ ᾿ ἑαυτοῦ 
- 4 4 
τὸ toov [; ]2! οὕτω λέγω σοι32, ὁ 
φάσκων ὅτι οὐκ ἔχει τὸ ἴσων ἀφ ᾿ ἑαυτοῦ φωνήν, ἀλλ 
ὑπόκειται τοῖς 3 ἀνιοῦ- 
σι καὶ κατιοῦσι σημαδίοις, καὶ λαμβάνει τὴν πρὸ αὐτοῦ 
σημαδίου φωνή, 
5 ’ 2 \ ? \ 2 As r al i \ Α 
20. Avontos ἔστι καὶ πάνυ χωρικὸς EV τῷ λέγειν Kat ἀρχὰς μὴ 
ἔχειν φω- 
f τὸ 234 ἢ 2 we 2 2 \ f ~ > t 
VV εἰ" γὰρ οὐκ εἶχε κατ ᾿ ἀρχὰς φωνήν, πῶς ἠδυνάμεϑα 
a ~~ 
EKPWVETV 
πο a "“ \ ~ 
τοῦτο πρότερον [; ] 95 καὶ Extote φωνεῖν καὶ μετρεῖν τὰς 


a 


ἀνιούσας φωνὰς καὶ 

κατιούσας [; ] 55 ἀλλ’ ἐπ᾿ ἀληϑείας"7 πρῶτον καὶ 38 
κυρίως φωνὴ9 Kat’ ἀρχὰς τὸ ἴσον 

ἔστι καὶ ἔχει μὲν φωνὴν ὡς προείπομεν᾽ ποῖον Ὁ δὲ ἤτοι 


3 


ἀποδεικτικὴν 
25. πληρεστάτην τὸ αὑτό, καὶ ῥυϑμὸς λέγεται οὐκ ἔχει 
~\ 
δὲ! μέλος καὶ 2 τάξιν, 
ς 4 \ [fee 7 2 ᾿ ; ᾿ χὰ YY 
ὡς καὶ TA AOITMA ὅταν οὖν ἀρξώμεϑα ψάλλειν, TO οἷον ἄν 
au f 
εἴη στιχηρόν, 
ἤ 43 ᾿ ᾿ ὸ ~~ f ᾿ \ 8 
λαμβάνει" THY πρὸ αὑτοῦ σημαδίου φωνὴν καὶ ἔχει 
ἀκόλουϑον φωνὴν ἐν 
» i ~ ὃ - \ ~ ~ 
τῷ λαμβάνειν ταύτην, καὶ τῷ ῥυϑμῷ καὶ τῇ τάξει αὐτῆς 
πορεύται. 
Ἐρ(ώτησις): Πῶς τινὲς ἔφησαντ, ὅτι τὸ ἴσον ὑποτάσσει 
καὶ ὑποτάσσεται; 
2 ῇ - ς ΜῊΝ ~ U 6 \ f 
30. ᾿Απίόκρισις): Τοῦτο ot πρὸ ἡμῶν διέγνωσοαιν ὡς μὴ ἰσχύοντες 
t 2 ~ 
τὶ πλέον ἰδεῖν ἤ 


28 C,Litoun “Lic θ CL: ap’ ἑαυτοῦ φωνήν 11, 352 ¢: λέγωσιν᾽ 
33. C, Lz wis te 54 ς; si - φωνὴν abest 5» δ eh Ὁ} Cc: ἐπαληϑείας 
38 Ὁ; καὶ πρῶτον 39. Ὁ; non μαδεὶ “0 C, L: ποιάν 4 C, L: ἤγουν 

42°C, Lixo 43:1; λαμβάνω “4. Cc, L: ἔφασαν 
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νοῆσαι, διόπερ τὰ Tap ᾿ αὑτῶν γραφόμενα, οὐδὲ γραφῇ 
παραδοῦ 
ναι βουλόμεϑα᾽ ὁ δέ γε βουλόμενος ἐπιγνῶναι, ἅπερ 
ἐγέγραφϑο΄5 
ἐν τοῖς παλαιοῖς ἀνὰ χεῖρας λαβὼν τὸ παλαιὸν 
στιχηράριον"6, éxsivad? 
εἶδεν, ἅπαξ 8 οὐ Sbvapartt? φϑέγξασϑαι αὐτός ὅτι μὲν 
ὑποτάσσει ὀξεῖα50 
35. καὶ πετασϑή"!, οἶδα, ὅτι δὲ ὑποτάσσεται παρ᾿ ἑτέρου 
σημαδίου τὸ ἶσον 
45v. οὐκ οἶδα΄ τοῦτο συμμαρτυρήσει por nic! ἐχέφρων, ὅς 
ἀκριβῶς 
τὴν ῥυϑμητικὴνΣ ταύτην ἐπιγινώσκει. 
Ἐρ(ώτησις): Εἰπέ μοι πρὸς τῆς ἀληϑείας αὐτῆς, ὦ οὗτος, 
οὐκ ἐπάνω τῆς ὀξείας 
καὶ τῆς πετασϑῆς᾽ βαλὼν ἶσον, ὑποτάσσονται τὰ τοιαῦτα 
ξμ- 
5. ova παρ᾽ αὐτοῦ; 
᾿Απ(όκρισις): Εἴδαμενθ ὅτι ὑποτάσσει ὀξεῖαν καὶ 
πετασϑὴν ΄ τὸ ἴσον, ἵνα ὑπο- 
τάσσηται δὲδ παρ᾿ ἑνὸς τῶν σημαδίων, τοῦτο οὐκ οἶδα᾽ 
λοιπὸν 
παρά τινων" ὑποτάσσεται τὸ ἴσον [; ] 19 πάντως παρ᾿ 
οὐδενός φασί τινες 
παρὰ τῆς ὀξείας, GAA > οὐκ ἔστιν ἀληϑὲς τὸ λεγόμενον᾽ 
οὕτω γὰρ 
10. παρὰ τῶν ἀρχαιοτέρων ἐγεγράφϑη 11 ἔγγραφον "2 γὰρ 


ἶσον, 
a 7 2 -.ψΘἷ.᾽᾿ ὃ ~ τ 6 ~ 
ἀλλ᾿ 1352 ἐπάνω αὐτοῦ ὀξεῖαν᾽ καὶ ot!4 μὴ voodvtec 
ἔλεγον ὑπο- 
} ς ; = 1 F “ὦ 2 f v 15 - - ἢ . 
τάσσει ἡ ὀξεῖα τὸ icov ὅπερ ἀδύνατον Hv!? τοῦτο τὸ γοῦν 
σον, πάν- 


gs _ C: ἐγέγραπτο © C, L: στιχηρόν 47. (Ὁ; ἐχεῖναι L: ἐκεῖνον 45, C, L: ἅπερ 
Ὁ C: οὗ δύναται 7. Cy L: ὀξεῖαν 51, L: πεταστήν 

1 C: πῶς 2 Li τὴν ῥυϑμικήν ἡ. Ὁ: ἐπιγνώσκει ΤΕ τῆς πεταστῆς 
Cink αὑτά ©. Ὁ: οἶδα μέν Li οἴδαμεν 7. C, Li πεταστήν 8. C: abest 
9 oa WcrL ΤΣ wart le: i , 2c 1. 
ἐν L: τινος 14 3 ᾿ 5 - EYpagn 2 Εγεγράφῃ y ἢ" EYPAPOV 

C, Li ἐπάνω ἄς οἵ .C: 4 1: ἦν γενέσϑαι 
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TOG σὺν ἑτέροις ψαλϑήσεται onpeiov!® , ὡς ἶσον ἐν τῇ 17 
συνϑέσει ὃ τοῦ λόγου 
καὶ μετὰ τούτου΄ καὶ ἡ} ὀξεῖα διὰ τὴν χειρονομίαν, καὶ 
ὴ- οὕτως οὐχ ὑποτάσσεται, ὡς 
15. ὑπονοοῦσιν οἱ πλεῖστοι τὸ γὰρ ὑποτάσσεται τοῦτο ἐστὶ τὸ 
μηδ΄ ὁποσοῦν2: ἐκ- 
φωνεῖσϑαι τούτουΖΖ. ὀξεῖαν. teeta? a<.. >pddsa24 
ἐστίν, οὐχ ὑπετάχϑη" τότε 
τὸ ἴσον τῇ ὀξείᾳ, ἀλλ ἀπήτησε τοῦτοϑό τὸ μέλος λοιπὸν 
πῶς} ἰσχύεις δεῖ- 
Eat μόνον τὸ ἴσον, ὑποτασσόμενον [; ] 2 πάντως οὐ 
« δύνασαι καὶ ἔδειξά σοι, 
ὡς οὗχ ὑπόκειταί τινι τῶν σημαδίων οὔτε ἐν30 τοῖς 
ἀνιοῦσιν, οὔτε τοῖς κατιοῦσι. 
20. φέρε δὴ καὶ ἐν] τοῖς πρόσω βαδίσωμεν32. 


16 ς: ἐν νὰν" L: σημείοις 17. Ὁ: abest 8, C: ἐν ϑέσει 9. C: abest 


20 C, L: εἰ C: μηδοποσοῦν L: ws TS oe 2, Ὁ, L: τοῦτο᾽ τὸ δὲ λέγειν κεῖσϑαι 
ἐπάνω τούτου _C, L: τελείως C: ἀπαιδευσία L: ἀπαίδειά -C: οὐχ * ὑπο. 
τάχϑη 26 C: FOUTOD 27 ς: εἰ 28 . Ὁ, L: pot 5931, 30. C, L; non continent 

. Ὁ L: én 21; βαδίσωμεν. Ἶσον ὅ λέγεται και ἴση, ἕτερον, ὀλίγον ἑ ὃ καὶ μακρόν, 


κρατημοκατάβασμα, ὅ λέγεται κρατημούπόοῤ poov καὶ κράτημα ped ὑποῤῥοῆς, 
ἕτερον, ἄλλο καὶ ἄλλως, κούφισμα, κρατημοκούφισμα, βαρεῖα μετὰ διπλῆς, ἑ ἑτέρα μετὰ 
ὀξείας, ἀπόστροφος ὅς λέγεται καὶ ἐπίστροφος. ἐλαφρὸν ὅ λέγεται, καὶ ἐλαφρή, ἀπόδερμα 
καὶ χαμηλὴ ὅ λέγεται καὶ χαμηλόν, οὐράνισμα, ἕτερον, ἀλλο, καὶ ἄλλως, ἕτερον, καὶ 
ἄλλως, ξηρόν, ἕτερον ξηρὸν κλάσμα, χόρευμα, ἄλλο, πίασμα, σεῖσμα, ἀνάπαυμα, 
ἀνάσταμα, ἀνατρίχισμα, σταυρός, ἄλλος, κύλισμα, ὁ ἕτερον κυλισμοαντικένωμα, 

985 καὶ ἀπόϑες, ϑεματισμός ἔσω, ἕτερον ἔξω ὃς λέγεται καὶ φϑορά, δαρμός, ὅὃμαλόν, 
ἐπέγερμα ὅ λέγεται καὶ σύναγμα, πελαστόν, ἕτερον, τρομικόν, ἕτερον Extpentov ὅ λέγεται 
καὶ τρομικὸν ἄλλως καὶ ὁμαλόν, παροκάλεσμα, παρακλητική, ἀργὸν κατάβασμα, 

ψηφιστόν, ἕτερον, καὶ ἄλλως, σύνδεσμος, λύγισμα, χαιρετισμός, ἕτερος χαιρετισμὸς, 
ἤτοι ϑέμα ἁπλοῦν. 


444 


‘Eppnveta ἑτέρα 


Ετεραι χειρονομίαι διάφοροι ἐν τῆ χειρονομίᾳ, Kai? 
αὑτῶν τὰ ὀνόματα, 
ἅσπερ λέγουσιν οἱ τεχνικοὶ εἷς3 καϑ' εἷς35, ὡς δόξει36 
> - \37 Vol Ve 
αὑτοῖς καὶ ΄ τὰ ὀνόμα- 
τα, καὶ ἐν τῇ χειρονομίᾳ, μᾶλλον δὲ καὶ πρὸς ὧν ἔμαϑον ἤ 
πρὸς ὧν 
ὸ f . f a. ὦ oF 4 ! 38 ( 
25. ἐχορήγησεν ὁ Θεός, εἰς ἕνα ἕκαστον, καὶ γράφουσιν 58, ὡς 
ἐγὼ ἐν τῇ γενέσ- 
39 _~ t aor 5 se \ 
ει 7 TOV σημαδιῶν ἔπισης, παρ αὑτῶν δὲ 
μετατιϑεμένων Ὁ τῶν χειρονομιῶν 
καὶ τῶν ὀνομάτων αὐτῶν, ὡς μὴ νοοῦντες καλῶς, καὶ γὰρ 
ἐπίσταμαι λέγειν, 
ὥσπερ αὐτοί!, GAA οὐ χρὴ οὕτω“2, διότι πολλαὶ εἰσὶ 
; 
σημαδίων ϑέσεις, AAA ov Set 
καὶ ὀνόματα λέγειν, διότι οὐ λέγουσι πάντες emlons’ πῶς 
δέ [;] 43 διότι καὶ τὸ τῆς πα-- 
a ͵ 2 ! a α΄ τ NPs ty 
30. παδικῆς βιβλῖον ov σώζεται, OTL Ekeivn** ὑπὸ ἁσεβοῦς 
βασιλέως πρώτου 5 Πτολε- 


46. καὶ ἡ μουσικὴ καὶ ἄλλα πάμπολλα τὰ κρείττονα 


μαίου 
βιβλὶα, καὶ 77 διὰ τοῦτο 
ἐστερήϑησαν 8 ἅπαντες τὸ τῆς παπαδικῆς βιβλίον, τὴν 


μουσικὴν 9 λέγω, 


8 EL: καὶ ες 74 5: abest 35. J, L: καϑείς ia J: δόξα of J At dey a ele 


γράφουσι ταῦτα 39 J: τῇ συνϑέσει L: τῇ ϑέσει Os. μετά τι ϑεμένων 411 ὡς 

καὶ αὑτοι 421, οὕτως με le 444, ᾿ ἐκάη ‘6 J, L: πρὸ τοῦ 46 J, L: 

Πτολεμαίου τοῦ βασιλέως 47. J: abest 48. L: ὑστερήϑησαν 49. L: τῆς μουσικῆς 
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~ ~ ~ , 
καὶ μὴ δυναμένων τῶν ἀνθρώπων ἑτέρως πῶς ὑμνεῖν τὸν 
, f 
Θεόν, ὅτι ἐξεκλίνα- 
a9 περισσοτέρως sig τύμπανα, καὶ αὐλούς, καὶ κιϑάρας, 
4 ¢ ~ & - 
καὶ ἁπλῶς εἰ- 
ss 5] “ “πε “ 52 - δ 43 me 2 f 
35. πεῖν" εἰς παιϊιγνιδα ἅπαντα καὶ ὃν ταῖς EKKANOIAIC 
a ΟῚ r 
οὐκ elonyovto. ἐϑέ-- 
1s ὦ ὡ > f 2 ¢ \ \ . 
46. ϑησαν'" οἱ ἅγιοι, ὅ τε Ἰωάννης“ ὁ Δαμασκηνὸς καὶ πρὸ 
τούτου ὁ Χρυσό- 
στομος Ἰωάννης, καὶ ὁ ἅγιος Κοσμᾶς ὁ ποιητής, καὶ 
ἐποίησαν τόνους 
4 ? ‘ a f \ ἤ ~ 4 
καὶ σημάδια πρὸς ἀνάμνησιν καὶ δόξαν Θεοῦ, καὶ 
ἐκκλησιασμοῦϑ᾽ καὶ τοῦ 
, ~ ἃ 
φϑεγγομένου μέλους, ἤγουν τοῦ ὀργάνου τρίπλοκον 
κατασκευάσαντες 
5. προσῷδιαν᾽ πρῶτον μὲν τὴν τοῦ νοὸς: μελουργίαν, 
δευτέραν" δὲ τὴν τοῦ τόνου 
σημείωσιν γνωριζόμενοι τοῖς μαϑητευομένοις, κἀκεῖνοιδ 
ὰ — 
αἀκολουϑεῖν 
ῖ “ « ͵ oh i U f 
καὶ φϑεγγεσϑαι τρῖτον δὲ τὴν χειρονομίαν προσέϑεντο 
καλλιεργεῖν7. "τὰ 
~ & ~ ~ f g ; ἃ x 
τρία μὲν οὖν πρῶτον ὁ νοῦς γεννᾷ, ϑώραξ ἐκπέμπει, χεὶρ δὲ 
᾿ σημειοῦ - 
> a? 3 ἢ \ \ a \ > 
ται καὶ ἀκολουϑεῖ ἐγράφησαν δὲ καὶ παρ ἡμῶν καὶ παρ 
ἄλλων αὗται 
( i 6s 8 ἢ x ‘ f 9 4 
10. at ϑεσεις, tva® λαμβάνωσι μικρὸν THY προγνωσιν7 οἱ 
3 ~ ; 
dpyatow®, ἔπειτα 
’ f \ f 7 f 
καταλέγωσι te!! Kai ψάλλωσιν, εἶτα βαδίζωσι Kal περὶ τῆς 
πρόσω᾽ καὶ γὰρ γρά- 
3 f 
φουσι TIVES κρατημοκατάβατον ἀνάβασμα 2, ἄλλος 
ς 
ἑτέραν} σύνϑεσιν ση- 
- ἢ f 14 ‘ wy ξ i t 1S 
LOAdIWV τζακισματος “, καὶ ἄλλος EtEpav ϑεσιν 
γορϑμῶν, καὶ ἕτερος ὅ- 
δὲ uy, « t 16 δ ῳ ἢ \ ( ~ 
πτιον, καὶ ἄλλος ἡμεργον “5, TpEHOvAIKOV’’ καὶ ἁπλῶς 
ὼ ~ 
εἰπεῖν πολλὰ ὃ τὰ ὀνό-.- 


Ok: ἐξέκλιναν Ol 1: ἀπᾶν 52 4, 1; εἰς ἅπαντα ta παῃνίδια 
, Φ: ἐκάϑισαν L: ἐκάϑησαν Ζ L: ἅγιος Ἰωάννης, 5.1 ἐκκλησιασμόν. 
4 Ἢ τοῦ νοῦ 4.13.1. δεύτερον ©. J: κἀκείνοις ἢ. 10: καλλιουργεῖν 


TTL: ὡς ἵνα 9.1.1. προγύμνασιν [7.,1, ot ἀρχάριοι |! J: δέ 1. τι 

. J: κρατημοκαταβαζοανάβασμα L: κρατημοκαταβατοανάβασμα . J: abest 
J, L: τζακίσματα καὶ στραγγίσματα . J: σύνϑεσιν J, L: μαργόν 

7 3: TPELOVTIKOV _ J: in loco εἰπεῖν πολλὰ dat ἐστιν πάντα 


12 


CF f 2 “ f ~ f 4 ow 
15. ματα, anep λέγουσιν Ev τῇ ϑέεσει TOV σημαδιῶν, μὴ νοοῦντες 


πῶς ἔχει 
τὸ ἀληϑὲς καὶ μενέτω ἀργὴ ἣ πολυλογία, ἵνα μὴ ἀκηδίαν 
φέρωμεν πρὸς 
τοὺς ἀρχαίους 9. ἠδυνάμην yap29 γράψαι πλείονας 
σημαδίων Séceic?!, ἤτοι χει- 
ρονομίαν22, ἀλλὰ διὰ τὴν τῶν ἀρχαρίων ἀγανάκτησιν καὶ 
τῶν πολλῶν σημαδιωὼν 
τὸν κόρον, ἔγραψα τὴν μικρὰν ταύτην πρὸς γύμνωσιν". 
20. Ἐρί(ώτησις): Πόϑεν ἢ γέννησις τῶν τόνων καὶ τῶν 
σημαδίων; 
᾿Απίόκρισις): ᾿Απὸ τῆς γραμματικῆς", τὸ A 
κοπτόμενον ποιεῖ ὀξείαν καὶ βαρείαν, τὸ Α 
ποιεῖ τὴν ἴσην, τὸ © κοπτόμενον ὀλίγον καὶ ἐλαφρόν, καὶ26 τ΄ 
ἄλλα ὁμοίως τόνοι μετὰ μέλους 27. 
Οὗτοι εἰσὶν οἱ τόνοι, λέγονται δὲ καὶ2δ μέλη σημεῖα, 
σημάδια29, σώματα, σχή-- 
25. ματα καὶ δύναμ-«.. »ς0 ἤχων] τὰ ἔμφωνα σημάδια. 
Ἐρί(ώτησις): Πῶς λέγονται τόνοι καὶ pean [;] 2? καὶ πῶς 
λέγονται σώματα, σχήματα καὶ δυνά- 
perc [; 1 53 τίνα διαφορὰν 6 ἔχει ἕν ἕκαστον τῶν 
σημαδίων {; ] 5 καὶ πῶς ἑρμηνεύονται [;] 98 
καί37 λέγεται ἶσον [3] 38 δι΄ ἥν αἰτίαν {; ] 29 καὶ διὰ 


a 3 ‘ 2 
τί Ὁ τὸ ἴσον ἐγένετο [; ] 4! καὶ τί ἐστὶ τὸ ὀλί-- 


19 J L: τοὺς ἀρχαρίους 20 y-abest 21.1.1; συνϑέσεις 77. J, L: χειρονομίας 
23 J, L: προγύμνασιν 4 J, L: ἡ γένεσις 25. L: ἀπὸ thy γραμματικήν 
26 J, L: κλάσμα καὶ . Li τόνοι μετὰ μέλος non_continet . L: non habet 
29. J: in loco onpsia, σημάδια dat τρία σημιάδιοι 30}: δυνάμεις L: δυνάμειξ 
1 ας 2 11 πὰ J: τί διαφοράν L: τίνα διιφορά =. J. 
6 χε κει By κι ον δ ὦ} 
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30. 


35. 


γον καὶ τὰ ἑξῆς σημάδια [; ] 42 
᾿Απί(όκρισις): Τόνοι μὲν λέγονται διὰ τὸ, ἄνευ τῶν τοιούτων 
ἐμφώνων3 τόνων, μέλη 
οὐ ψάλλεσϑαι, μέλη δέ, ὅτι ἐξ αὐτῶν τῶν τόνων τὰ μέλη 
ἐξέρχονται. 


i f 4s 44 4 ; “- a 
σημάδια δε, ὅτι onperov<.. »αι7 τὰ σημάδια ταῦτα, καὶ 
τὰς φωνὰς καὶ τὰ μέλη 
ἀποτελεῖς σημάδια δὲ οὕτω λέγονται, ὅταν ψάλλωνται 5. 
'κοινὴ γὰρ λέξις Ὁ 
στὶ τὸ λέγεσϑαι σημάδια᾽ μᾶλλον δὲ σημεῖα ταῦτα δεῖ 
λέγειν 
’ σὰ f wv ~~ “ 3 f 47 
σώματα OE AEYOVTAL, διότι ἄνευ τῶν TOLOLTOV ELQOVOV 
καὶ σωμάτων τὰ 
ἄφωνα σώματα οὗ κινοῦνται, οὔτε τὰ ἔμφωνα! σώματα, 
ἐκτὸς TOV ἀφώ- 
7 ΜΝ f \ , \ , ow 2 ‘ 
νῶν σωμάτων σχήματα SE λέγονται TA τρια ταῦτας, TO 
πελασϑόν3, τὸ κού- 
φισμα καὶ τὸ κρατημοκατάβασμα, διότι oynpaticerct 
χειρονομίαν, οἷα τῶν 
Υ f t 6 i 7 _™ ¥ 
συνϑετῶν TOVOYV, (τ)ουτεστιῦ σχηματοότερον΄ τῶν ἄλλων 
ἐμφώνων σημείων, 
ἢ theca) 8 ἐν - r ἢ ¢ , 
δυνάμεις δε, OT 5 ἄνευ τῶν τοιούτων δυνάμεων αἱ δυνάμεις 
τοῦ μέλους 
᾿ me "oy a -“ ᾿ 9 ᾿ ’ 3 a Pa, 
οὐκ βκπληροῦνται ἔμελλον εἰπεῖν τὰς" ἐξηγήσεις ἐξ ἀρχῆς 
τῶν σημείων 10 
ὅλων᾽ διὰ δὲ τοῦ κόρου 1 τὴν ὄχλησιν, καὶ τὸ psv!2 
᾿ Ul Pi 13 \ λ. 14 
ἤσυχιαν ἄγειν καὶ TEAEL<.. > 


12, 
45... 


L. 


© J: ἀφώνων L: εὐφώνων 44° J: σημείωσαι L: σημειοῦται 


ψάλλονται L: γράφονται τόνοι δὲ ὅταν ψάλλονται 40}: λέξεις 


Ay F εὐφώνων 
1: τὰ ἄφωνα 2} L: σχήματα δὲ τὰ τρία ταῦτα λέγονται 3 . J, 1: τὸ πελαστόν 
41, σχηματίζει . J, L: οἵαν J: τούτ ἔστι . J: σχηματώτερον ἢ 1: διότι 
‘She in loco he Pe dat ¢ ee 0 J: τῶν σημαδίων |! J, L: τοῦ καιροῦ 
25,L: τὸ un 5.4. 1: ἔχειν 4} 1. κατελεῖίψα 
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τὰς ἐξηγήσεις ἁπάσας, καὶ μὴ μέμφη por! 
Ep(ornors): Διὰ tilé σημάδια; 
10. ᾿Απί(όκρισις) ‘Aww τὸ σημειοῦσϑαι ἐ EV τοῖς χαρτίοις, καὶ 
ὀνομάζεσϑα! 17 κατὰ ἰδ τὸν ENO νομαζό- 
μενον 5 ἀριϑμόν᾽ οὗτοι εἰσὶν ἄφωνοι tovor29, λέγονται 
δὲ καὶ σημεῖα, ἤτοι! 
σημάδια, σώματα, δυνάμεις22, καὶ οὗτοι εἰσὶν οἱ σύνϑετοι 
τόνοι᾽ λέγονται 
δὲ καὶ σύνδεσμοι, σύνδετοι25, σύμπλοκοι, σχήματα, 
σώματα, συνάγματα 
καὶ δυνάμεις, ἤχων2 τὰ ἄφωνα σημεῖα, ἀλλὰ καὶ 
onpadia2> 
15. ἡμαργόν τρεμουλικόν, τζάκισμα. 


SJ: μὴ μέμφῃ ἡμῖν 1.: μὴ μέμφετε᾽ 161,1, Καὶ διὰ i!” 1, verba ἐν τοῖς 


χαρτίοις καὶ ὀνομάζεσϑαι dis repetita sunt |S. J: μετὰ 19 J: τὸν ἐπανομαζόμενον L: 
τὸν ἐπονομαζόμενον οὐ, Ἐξ οἱ pe τόνοι 7! J, Lnon continent **. J, L: 
καὶ δυνάμεις 3.3: σύνϑετοι 4.1, L: ἤγουν 5.1. σημάδια. Ἴσον, διπλῆ, 
κράτημα, κρατημοκούφισμα, ἀπόδερμα, ἀντικένωμα, τρομικὸν μετὰ συνάγματος, ἕτερον 
τρομικόν, τρομικὸν μετὰ ψηφιστοῦ, ἕτερον τρομικὸν μετὰ ψηφιστοῦ καὶ ὁμαλοῦ, 
κύλισμα, ἕτερον ἀντικενωκύλισμα, ψηφιστόν, ψηφιστὸν μετὰ συνάγματος, ψηφιστὸν 
ἂλλο μετὰ ὁμαλοῦ καὶ παρακαλέσματος καὶ ξηρὸν μετὰ ὄμαλου, τρομικὸν μετὰ 
ὁμαλοῦ, σύναγμα, τρομικὸν μετὰ συνάγματος καὶ ἔπεγερματος, σεῖσμα, πίασμα, ζηρόν, 
ζηρὸν μετὰ ὁμαλοῦ, κρατυμοῦποῤῥοκαταβοάνασταμα, διαμερισμός, ἐπέγερμα, 
παρακλητική, παρακάλεσμα, ἕτερον, ἐκτρεπτόν, ἕτερον παρακάλεσμα, φϑορά, ἄλλη, 
ὅτερα φϑορὰ κρατῇ μοκαταβοτρομικούπόῤῥοον καὶ 
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29 3akaa Ν᾽ 2443 


2} 


. r 26 ἃ ; ἐπ FY τ a 
Etepa ερμῆηνειαι TOD αὐτοὺ ποιητοὺ 


3 '- , ay 2 , 28 29 γὼ ͵ 24 
Ex TOV TOLODTOV οὖν ἀφωώνωὼν “5 τε’ 7 καὶ ἐμφώνων εἰσι 
f é ~ 
κρατημᾶτα τρία, δῆ- 
ων 30 , ἢ » Ν , 2 1. §] ‘ 
λον, OTL” TO μέγα κράτημα ἔχει τὴν πρώτην APynv?* καὶ 
i διπλὴ τὴν δευτέ-- 
" S «i f a ἐς \ Ul Cl f \ 
PAV οἵ δὲ SLO ANODTPOPOL τὴν τρίτην πρώτην yap 
ΕΥ̓ 37 . a 2 ἢν: 
ἄργειαν ἔχουσι καὶ αὗτοι 
20. ἀλλὰ καὶ ἐν ταῖς καταβαινούσαις φωναῖς καὶ μόνον, διότι 
ὥσπερ τίϑεται53 ἡ διπλὴ 
‘ ‘ 4 , 134 > tw > U ᾿ 
καὶ TO HEYA KPATHHA, καὶ EV ταῖς ἀνιούῦσαις καὶ 
κατιούσαις φωναῖς, οὕτως 95 
τίϑενται καὶ οἱ δύο ἀπόστροφοι, ἀλλὰ καὶ36 ἐν ταῖς 
᾿ 37 f 0 ‘ ~ 
KQATLOVOAIG?’ μόνον διὰ τοῦτο 
\ “ ὃς aR , \ 39 2 ! 40 κα ) 
γὰρ ἔχουσιν αὑτήν πρώτην THY?” Apyatav*™’, ἤγουν 
, ee A Se Lae 
κράτημα πρῶτον" εἰ γὰρ s- ᾿ 
δέχετο πίπτειν ἡ διπλὴ καὶ τὸ μέγα κράτημα, ἐν ταῖς 
καταβαινούσαις 
25 oa ὸ i ; 42 \ (a! wv f 
. φωναῖς, εἰς πάντα τόνον 2, καὶ τόνον, ὥσπερ TIGEVTAL 


‘43 a fm a f 
Ka" Ev ταῖς ἁἀνιούσαις 


20. J: ἐτέρα -- ποιητοῦ abest 27. L: non habet ™. J, L: σημαδίων ἀφῶνων 

49 1. δὲ SL: δηλονότι 9}. ἀρχήν͵ 22 τὶ ἀργίαν 7. J, L: τίϑενται 

34. J: καὶ -- τὸ μέγα κράτημα, Ev ταῖς καταβαινούσαις abest L: καὶ abest “ἡ. L: οὕτω 
36 L: non habet 37. L: ἐν ταῖς καταβαινούσαις ἦ L: in loco ἔχουσιν αὑτὴν dat 
ἔχουσι καὶ αὐτοί 2.1. abest 49. L: dpyiav 11; πρῶτον -- τὸ μέγα κράτημα non 
continet 42. 1. 1. τόπον 45. J: abest 
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~ ; ᾿ Ἵ ‘ ᾽ 
φωναῖς, οὐκ ἄν ἐτίϑεντο καὶ οἱ δύο ἀπόστροφοι ἐν ταῖς 


καταβαινούσαις φω- 
~ .- ~ 2 “ΓΝ a 
ναῖς, ἕνεκα τῆς ἀργείας 4 “si δὲ Kat φωνὰς δύο εἴχει n 
τοιαύτη ἀργεία 5, ἀργεὶα 0, 
οὔκ ἔστι᾽ διὰ τοῦτο γοῦν ἔχει!7 ὁ ἀπόστρέ ἰ ' 
x στρέφων τὰς φωνὰς, 
ἤτοι ὁ ἁπόστροφος φωνὴν 
Ld \ [4 \ ? . td «ἢ ἃ ‘48 
μῖαν, καὶ οἱ δύο τὴν μίαν᾽ πνεύματα δὲ ἐστὶ 
τέσσαρα 2. 
30. ἜἘΡρί(ώτησις): Τί ἐστὶ πνεῦμα; 
᾿Απ(όκρισις): Πνεύματα 0 μὲν εἴρηνται, ὡσὰν 
x “- §3 Pee \ ~~ Ὶ f ᾿ 
πᾶν πνεῦμα ὀξέως παντὶ νεῦον καὶ κινούμενον, 
εἴρηται δὲ τὸ πνεῦμα ἐν τῇ γραφῇ τετραχῶς πνεῦμα τὸ ἅγιον, 
-- é wy 
πνεῦμα ὁ ἄγγελος, 
πνεῦμα καὶ ὁ ἄνεμος, πνεῦμα καὶ ὁ τῆς ἀγγελικῆς ἀποπεσὼν 
f \ ‘ rl 
TASEWS διὰ τὴν ἔπαρσιν 
. ; , f ~~ SS aft we 
διάβολος ἔστι δ 54 ὅτε Kal ὁ νοῦς᾽ εἴρηται πνεῦμα" καὶ 
πᾶν τὸ μὴ 9 ͵ 56. ταῦ 
μὴ Sewpovpevov”, ταῦτα 
35, προεγράφησαν"5 7 ᾿εἰσὶ δὲ καὶ αἰσϑήσεις"8, καὶ ἐκ τῶν 
κρατημάτων μερικὴν τινα 
L: τῆς ἀργίας δ᾽ 1. ἀργὰ 46,2: ἄργεια -- τὰς φωνάς non continet L: ἀργία 
47 1. abest . J, L: εἰσι 49. J: δεύτερα : "ἃ J, L: πνεῦμα oJ, 1: εἴρηται 
, Φ, Li ὡς ἂν 53. J. νεῦμα 54. Js εἶσι δ Li: Ἔτι δὲ 55. 7: πνεῦμα εἴρηται 
56 J, 1; τὸ μὴ ϑεορούμενον [L: ϑεωρούμενον), πνεῦμά ἐστι 573, L: προεγράφη 


8° J, L: αἰσϑήσεις πέντε, οἷον ἔχουσι [L: δε] Kai αἰσϑήσεις 
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ἐνέργειαν" εἰς τόπους, καϑὼς φέρει τὸ μέλος, καὶ TO 
τζἀκισμαῦδϑ, καὶ τὸ κούφισμα 
47 ἔχουσι tonouc! τὸ κούφισμα μὲν2 ὥσπερ κοῦφονϑ καὶ 
4 τῇ χειρονομίᾳ, 
καὶ εἰς τὸ μέλος᾽ τὸ δὲ τζάκισμα κατὰ τὴν ἐπωνυμίαν αὐτοῦ 
τζακίζει μικρὸν 
τοὺς δακτύλους τῆς χειρός, ἤτοι κλάττειθ, κτυπειται 
ὀλίγον, ἀρνεῖται μικρόν᾽ διὰ 
τοῦτο γοῦν λέγεται τζάκισμα᾽ ἡ δὲ παρακλητική καὶ αὑτὴ 
πρὸς τὴν κλῆσιν 
5. αὑτῆς, ἡ παρακλητικὴδ κλαϑμὸς" ἐστὶ Kal ὀδυρμὸς τοῦ 
μέλους αὐτῆς, κλαυϑ- 
μιρίζει1. παρακελεύειϊ!, παρακαλεῖ δακρυῤῥοοῦσα 
καὶ κλαίει τοὺς λόγους αὐτῆς, 
διὰ τοῦτο γοῦν λέγεται παρακλητική᾽ ἡ δὲ φϑορὰ καὶ αὐτὴ 
πρὸς τὴν κλῆσιν αὐτῆς, 
καϑὼς ὅταν τις ψάλλῃ καὶ λέγειϊ2 μέλος, οἷον ἄρα ἐστί" 
βουληϑεὶς δὲ 135 Evar- 
λαγὴν τοῦ μέλους ποιῆσαι ἀναῤῥοεῖ φωνὰς τρεῖς ἥ καὶ 
πλέον ἤ μίαν, καϑὼς 
10. φέρει τὸ ἀρχόμενον μέλος φϑείρεται γὰρ τὸ ἀρχόμενον 


᾿ q ¥ ~ 
μᾶλος καὶ δια τοῦτο 


. Li τὸ μὲν τζάκισμα 
J, L: τί κοῦφον 4. Li ἐν καὶ * Li ἤ τοι 
.: αϑοο J. L: κλαυϑμὸς 10 J; καυϑμηρίζει 


5. ἀργείαν L: ἀργίαν 6 1 
, L: τύπους 2}, ἱ. δέ 
6 SJ: κλᾶται ἢ J, 1 ἀργεῖται 


a bei τῷ deh C (Tardo 224, comment.4) κουμηρίζει il J, Li παρακλητεύει 
J: non habet 


φϑορὰ λέγεται᾽ σημειοῦται δὲ Kal ἀπὸ σχήματος αὐτῆς, ὡς 


ἵνα γινώσκηται τὸ 
φϑειρόμενον μέλος ὡσαύτως καὶ τὸ ϑέμα, ὅταν τὶς μέλῃ 
χειρονομῆσαι 
μίαν εἷς χειρονομίαν, εἰς τὸ χαίροις! 4 ἤτοι τὸ ϑέμα 
ἁπλοῦν 5, τότε γράφεις 
τὸ σχῆμα τοῦ ϑέματος καὶ σημειοῦσαι αὑτό, ὡς ἵνα τὴν 
χεῖρα σου χειρονομισῃς 5 
15. ἁπλήν, ὅπως πχηρωϑῇ ἣ αἴσϑησις τοῦ ϑέματος, καὶ διὰ τοῦτο 
| λέγεται ϑέμα, ἤτοι 
| καὶ Séo1c!? ἁπλή, τουτέστι 8 χειρονομία 12. 
Ἐρ(ώτησις): Καὶ πόσαι φωναΐ; 
᾿Απ(όκρισις): Ἑπτὰ φωναί20. 
Ἐρί(ώτησι): Καὶ διὰ ti2! εἰσὶν ἑπτὰ φωναί; 
20. ᾿Απίόκρισις): Κατὰ μίμησιν τῶν ἑπτὰ ἀστέρων τῶν 
πλανητῶν τοῦ οὐρανοῦ, καὶ τῶν ἑπτὰ 
αἰώνων, καὶ πᾶν τὸ ἕβδομον ἄγιστον22, μετὰ τῆς ἴσης δὲ 


' 24 τὸ ἶσον, 


ὀκτώ23 ἡ 
καὶ πῶς [;] 25 ἄκουσον᾽ ἄρχεσαι εἷς τὸ μελῆσαι τι καὶ 
τηνικαῦτα ἡ προφορὰ τῆς φωνῆς 
ἐστὶν ἴσον, καὶ ἰδοῦ ἔχεις μίαν, μετὰ δὲ ταῦτα ἐκφωνεῖς καὶ 
ἑτέρας 


ᾷ f 4 a 64 2 td 
ENTA, καὶ εἰσιν OKTO. 


4 3: τὸ χέρι 15. Ji τὸ ἁπλοῦν 16 J, L: χειρονομήσης 17 J: καὶ ἡ ϑέσις 
1B J: τοῦτ ᾿ ἔστι *. J: χειρονομία ἁπλῆ εἶτα ἄρχονται αἱ φωναὶ 


5 χειρονομία ἀπλῆ. Ψ - 1: φωναί Προ ᾿ 21 J, L: διατί 22 J, L: ἄριστον 
J, L: δέ εἰσιν ὀκτώ _ J, L: ἤγουν _J, L. 
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25. “Ep(@tyoic): Ti ἐστὶ φωνὴ [;] 26 καὶ ti ἐτυμολογεῖται; 


"An (όκρισις): Φωνή ἐστὶν ἀπήχημα τεϑησαυρισμένου 
πνεύματος, διὰ τινος ἁρμονίας 
ἐξαγόμενον27 καὶ ἀρτηρίαν προσδεόμενον 28᾽ φωνὴ δὲ 
ἐτυμολογεῖται διὰ τὸ 
φῶς εἶναι νοός᾽ & γὰρ ὁ νοῦς γεννήσει, ταῦτα sic φῶς ἐξάγει 
ἔστι δὲ καὶ2 
ἡ φωνὴ πνεῦμα, καὶ3ῦ ἡ ἔμμελος3] φωνὴ πνεῦμα ἐστί32᾽ 
πνεῦμα καὶ ἡ ἐκτὸς μεγάλη 93 
30. φωνή, αἱ ἀνιοῦσαι3 καὶ κατιοῦσαι φωναί, συνηγμέναι 
ἀπὸ τῆς μίας μέχρι τῶν ἑπτά. 
Διαίρεσις τῆς μουσικῆς. 
‘H μουσικὴ διαιρεῖται εἰς τρία, ἔστι δὲ αὑτῆς" ἕν μὲν 
αὐτοῦ τοῦ στόματος ἔργον᾽ 
ἕτερον δὲ χειρῶν καὶ στόματος ἄλλο δὲ μόνον χειρῶν᾽ 
αὐτοῦ μὲν οὖν τοῦ στόμα- 
35. τος ἔργον ἐστίν37, αἴ te ὧδαι καὶ ot τερεντισμοί38, καὶ 
τὰ τοιαῦτα τῶν δὲ χειρῶν 
καὶ39 τοῦ στόματος ἥ τε χειρολητικὴ 9 καὶ ἡ αὐλητική, 


4 δ (1 ᾿ ~ \ _ 
καὶ τὰ ὁμοια τῶν δὲ χειρῶν 


τ 1. 27.3, L: ἐξαγομένου 78. J, 1, ἀρτηρίας προσδεομένου 25. J: abest 
Ὁ 7,12 ἢ φωνὴ πνεῦμα᾽ πνεῦμα καὶ , Li ἣ εὔμελος J, Li πνεῦμα ἐστι mon 
habent ἡ. J: μέλουσα L: μέλους _ J, Li αἱ ἀνιοῦσαι - τῶν ἑπτά non continent 


SL: in loco ἔστι δὲ αὑτῆς dat ἔστι γοῦν αὐτοῖς 96. 1: μόνων 397. Ls abest 
38,1 οἱ τερετισμοί ἢ. 1. καὶ - τῶν δὲ χειρῶν non habet ™. J: ἡ δὲ χορολητικὴ 
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᾿ 5 ᾿ ~ - πε. ᾿ 
ἡ κιϑαριστικὴ καὶ τὰ τοιαῦτα τῆς μουσικῆς ἄρα τὸ μὲν ἐστὶ 


διὰ στόμα-- 
47ν. τος, τὸ! δὲ διὰ χειρῶν καὶ στόματος, τὸ δὲ διὰ χειρῶν 
μόνον. 
Ἐρ(ώτησις): Τί ἐστὶν ἦχος; 
᾿Απ(όκρισις): Ἤχος ἐστὶν" τὸ ἐκζωτικῆς φύσεως 
ἐκφωνηϑὲν7 καὶ ἀκροασϑὲνδϑ παρὰ 
πολλῶν ἤχων", ἡ ἐκκρουομένη κίνησις τοῦ ὀργάνου 0, 
περὶ τοῦ ϑώρακος 
5, καὶ τῶν ῥινῶν. 
Ἐρ(ώτησις): Πόσα "ΐ εἴδη τῶν ἤχων; 
᾿Απ(όκρισις): Ὀκτώ᾽ ἦχος 2 πρῶτος, δεύτερος, τρίτος, 
τέταρτος καὶ οἱ ἐξ αὑτῶν πλάγιοι! 35. 
"Ep(@tnoic): Τί ἐστὶ χειρονομία; 
᾿Απ(όκρισις): Χειρονομία ἐστὶ νόμος παραδεδομένος τῶν 
ἁγίων πατέρων, τοῦ te!4 ἁγίου Κοσμᾶ 
10. τοῦ ποιητοῦ καὶ τοῦ ἁγίου Ἰωάννου τοῦ Δαμασκηνοῦ. 
ἡνίκα γὰρ ἐξέρχεται ἡ φωνὴ 


τοῦ μέλλοντος 5 ψάλλειν τι, παραυτίκα καὶ ἡ 


χειρονομία, ὡς} 7 ἵνα δείκνυσιν 18 


ἡ 4: τὸ - καὶ στόματος abest Σ L: non habet 7.1: μόνων. 1.4: ἐστι 
δ 2. 12 ἐστι © I ἐκ ζωτικῆς 7 3s ἐκφυσιϑέν L: ἐκφυσηϑέν ©. J: ἀκρυασϑέν L: 
ἀκροαϑέν ἢ. J, L: ἤγουν Ὁ: in loco κίνησις τοῦ δργάνου dat καὶ νυσιστοῦ 
ὀργάνου [}. .,, L: Καὶ πόσα 12 J, Le ἤγουν 15.1 ἐξ αὐτῶν παραγόμενοι πλάγιοι. 
Sz abest 15, Js τοῦ μέλοντος δ. P: non habet 17, P: non continer 
J, L: παραδεικνύῃ P: παραδείκνυον 
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ἡ χειρονομία τὸ μέλος λέγεται δὲ Kat ἄλλως χεὶρ Kail? τοῦ 


ὥμου τὸ ἴσον, διὰ 
τοῦτοθ ἐκτελεῖσϑαι τὴν χεῖρα2! ἶσον τοῦ ὥμου εἰς 
σημάδια μερικά. χρὴ δὲ γι- 
νώσκειν, ὅτι a 22 ἧχος οὕτως 23 λέγεται aS 24 διὰ 
τὸ πρωτεύειν2", ἤτοι ap - 
15. χεῖν τῶν ἄλλων ἤχων. τὸ δὲ ὄνομα τοῦτο λέγεται δώριος, 
26 


τουτέστιν ἐκ 


τῶν δωριῶν 27, δωριεῖς γὰρ λέγονται οἱ μονεμβασιῶται2 8 * 
διὰ τοῦτο γοῦν λέγεται 
δώριος, καὶ ἐκ τοῦ τοιούτου πνεύματος εὑρέϑη ὁ ὑποδώριος, 
ἤτοι ὁ υἱὸς τοῦ πρώτου. 
τουτέστιν29 ὁ πλάγιος. καὶ ἐκ τῆς Λυδίας ὁ λύδιος, ἤγουν ὁ 
βτος 30 λυδία γὰρ λέ- 
γεται τῶν νεοκάστρων ὁ τόπος, ὅς δνομάζεται μέχρι] τοῦ 
νῦν τῆς Λυδία- 
20. ὁ κάμπος, καὶ ἐξ αὐτοῦ ὁ ὑπολύδιος ἦχος" ὁ πλάγιος. καὶ ἐκ 
τῆς Φρυγίας eb— 
ρέϑη ὁ φρύγιος, ἤγουν ὁ τρίτος΄ Φρυγία γὰρ λέγεται ὁ τῆς 
Λαοδικίας 33 τόπο-. 
διὰ τοῦτο λέγεται φρύγιος, ὁ55 ἐκ τῆς Φρυγίας, καὶ ἐξ 


αὑτοῦ ὃ τρίτος ἦχος 36 ὁ 


9 J, L: abest 20 J, L, P: τὸ 2] Ps τὰ χειρὰς 22 J, L, P: ὃ πρῶτος 
3 J, L, P: οὕτω a . J, L, P: πρῶτος J: πρωδεύειν L: προτερεύειν 
26 a: τοῦτ᾽ ἐστί 2 J, L, P: Smet 28 P: ot Move eae 29 J: τοῦτ᾽ 


ἐστίν ear Ι,, Ρ: ὁ δεύτερος J, L, P: καὶ μέχρι τς eh ing, ἤγουν 

Fe: i τῆς Λαοδικείας 4 _ J, L, P: διὰ τοῦτο γοῦν λέγεται 35 . ἢ, Li ὡς P: ἦγ Joco 
ὁ ἐκ τῆς Φρυγίας - ὁ ὑποφρύγιος dat καὶ ἐξ, αὑτοῦ ὑποφρύγιος, ἤγουν ὁ πλάγιος τοῦ 
τρίτου . J, L: ὁ τρίτος ἦχος abest : 
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ie 0 “τἶἰκε 
--- 

φ ' 

’ 

7 


ὑποφρύγιος57, τουτέστιν38 ὁ βαρύς, Kal ἐκ τῆς Μιλήτου 
ὁ μιλήσιος39 ἤχος Ὁ ὁ δος 41 καὶ 
ἐξ αὐτοῦ ὁ πλάγιος τοῦ τετάρτου. ἐκ τῶν τοιούτων γὰρ τόπων 
εὑρεϑήσονται "2 
25. τὰ μέλη τῶν ἤχων, οἷον ἔλεγον οἱ δωριεῖς τὰ μέλη τοῦ 
πρώτου "3 ἤχου, οἱ 
λύδιοι τοῦ λυδίου, οἱ φρύγιοι τοῦ φρυγίου καὶ οἱ μελήτιοι 
τοῦ μελητίου, ἐλϑὼν 
δὲ 644 Πτολεμαῖος ὁ μουσικὸς βασιλεὺς 5 καὶ ἄλλα!δ 
ἐρανισϑεὶς προσέϑηκε κατὰ 
τοὺς τόνους: 7 καὶ τὰ ὀνόματα ταῦτα τῶν ἤχων. 
Ἐρ(ώτησις): Καὶ πόσοι ἦχοι; 
30. ᾿Απί(όκρισις): Ἤχοι εἰσὶ κυρίως τέσσαρες, καὶ 
τέσσαρες πλάγιοι, καὶ δύο ἀπηχήματα 0, 
ἤτοι φϑοραί᾽ τὸ νενανὼ καὶ τὸ νανά]᾽ οἱ τοιοῦτοι 
yoov>4 ἦχοι ψάλλονται 


Ma ᾿ 4 
gic τὸν ἁγιοπολίτην Reptocdtepov>?, 


Ἐρί(ώτησις): Πόσοι ἦχοι ψάλλονται εἰς τὸν ἁγιοπολίτην, 


καὶ tit λέγεται ἁγιοπολίτης [; ] >> καὶ" τί λέ- 


37 J, L: 6 ὑποφρύγιος, ἥγουν ὁ πλάγιος τοῦ τρίτου᾽ 38. Jz τοῦτ ἐστίν 
39 ps} μιλίτιος . J, Lz ἤγουν 41 J, Lz ὃ 8%, καὶ ἐξ αὐτοῦ abest 42 ΡΝ ΜῈ ἃ 
εὐρέϑησαν 43 γ: ᾿ὔῦα | 4. J, L, P: nom continent 3, J, L, P: ὁ βασιλεὺς καὶ ὁ 
μουσικός 6. J, L, P: ἀλλὰ καὶ 4) J, 1.: τοὺς τόπους P: τοῦ τόπου 
48 μι 5 49 p: δ' 50 1, P: ἐπιχήματα 511: ναννά᾽ Li νανὰ πλάγιος δ΄ 
52. J: abest L, P: οὖν . P: περιανότεροι ΟὟ: καὶ κατὰ τὶ ΟΥ 

J: καὶ τί λέγεται τόνος non habet 
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γεται τόνος; 57 
35. ᾿Απίόκρισις): Ἤχοι μὲν ψάλλονται ὀκτώ᾽ ἁγιοπολίτης" 8 
δὲ 59 ἐτυμολογεῖται διὰ 10 τῶν ἁγίων 
μαρτύρων, ὁσίων τε καὶ τῶνδ} λοιπῶν περιέχειν 
πολιτείανό2, ἤ 109 ἐν τῇ ἁγίᾳ 
48 πόλει Ono! τῶν ἁγίων πατέρων καὶ ποιητῶν τοῦ τεῦ 
ae π'΄ς ’ 
αγιίοῦυ Ἰωάννου 


5 


“ - ~ ¢ ~ 
τοῦ Aapacknvod? καὶ ἑτέρων πολλῶν ἁγίωνό ἐκτεϑῆναι7. 


Ἐρί(ώτησις): Πόσοιδ ἦχοι κύριοι; 
᾿Απ(όκρισις): Τέσσαρες πρῶτος, δεύτερος, τρίτος, 
τέταρτος ἀπὸ δὲ ἀποῤῥοῆς } τῶν 
5. τεσσάρων τούτων ἐγένοντο 2 οἱ ἕτεροι τέσσαρες 3 
πλάγιοι καὶ ὥσπερ 
ἀπὸ τῶν τεσσάρων τῶν πρωτοτύπων 
ἐγεννήϑησαν 6 οἱ τέσσαρες πλά--. 
γιοι, τὸν αὐτὸν δὴ} 7 τρόπον καὶ dno τῶν τεσσάρων 8 


πλαγίων ἐγεννήϑη- 


7 Ps λέγεται ἀγιοπολίτης καὶ τί τόνος; 58 P: Οἱ ἁγιοπολιταὶ V: Ὁ δὲ 
᾿Αγιοπολίτης 9. 1: δ΄ P, V: abest _P: non habet ®!. Ν: non continet 

ΟὟ: πολιτείαν περιίίχεν ©. J, P, Vs ἤ διὰ τὸ 

1 1: ἀπὸ 2.Ψ, P, Vi τῶν i J: δὲ P, Vi te abest 4. Υ: κυρίου 5. Ὑ: τοῦ 
Δαμασκηνοῦ abest δ γ: in loco ἑτέρων πολλῶν ἁγίων dat τῶν λοιπῶν ( J, P: 
ἐκτεϑεῖναι 8. Υ: Ὅσοι °. V: τέσσαρες ἤγουν 10 p; πρῶτος, β΄ 5, y OS, §&-OS y. 
aS, BS, γος δος 11 γι in loco ἀπὸ δὲ ἀποῤῥοῆς - τέσσαρες πλάγιοι dat καὶ ἐκ ᾿ 
τούτων τῶν τεσσάρων διὰ τῆς ὑποῤῥοῆς ἐγενήϑησαν οἱ τέσσαρες πλάγιοι . P: 
ἐγέννοντο ὁ Ριδ' [4 γιὲκ 2. Υ’ τῶν τεσσάρων ἥχων ΟὟ: ἐγένοντο 
17 Ῥ δὲ 18. γ; non habet 
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ΨΥΨ.- 


savl? οἱ τέσσαρες μέσοι, ἤγουν20 ὁ μέσος ας 21 


ὁ μέσος γος 25 Fryoc2® καὶ27 ὁ μέσου 28 δ᾽ ος 29 
ἦχος Ὁ, καὶ! ἀπὸ τῶν τεσσάρων μέσων32 
10. ἐγέννήϑησαν 33 αἱ τέσσαρες φϑοραὶ, καὶ ἀνεβιβάσϑησαν 
ἤχοι 4 
Οὗτοι οὖν" οἱ ψάλλονται3ϑ6 εἰς τὸ ἄσμα, καὶ οὐχὶ εἰς 
τὸν ἁγιοπολίτην. 
Ἐρί(ώτησις): Πῶς"7 ἄρχεται 8 ὁ ἦχος ἐν τῷ 
μέλλειν σεῦ ψάλλειν ἤ διδάξει τι; 
᾿Απ(όκρισις): Μετὰ ἐνηχήματος. | 
Ἐρ(ώτησις): Ti ἐστὶν} ἐνήχημα; 
15. ᾿Απ(ώκρισις): Ἐνήχημα 2 ἐστὶν ἡ τοῦ ἤχου ἐπιβολή, οἷον 


ἀντιλέγειν “3, ἀνανέ, dvect4 


9 Vs ἐγενήῆϑησαν 20 J: ἤγουν ὁ μέσος - ὁ μέσου δ᾽ % ἦχος non continet P: in loco 
ἤγουν ὁ μέσος - ὁ μέσου 57% ἦχος dat ὁ μέσος β΄ 5 ἤγουν ὁ πλάγιος 5 “ἡ, ὃ μέσος γ 5 
4 ovv (Sic) ὁ πλάγιος αν Kai ὁ μέσος τοῦ δῦ, «21. Vi πρῶτος 22. V: abest 

‘aie δεύτερος 24 γ; non habet _ Vi τρίτος 26 vy: abest 7’. V: non continet 
2B v: ὁ μέσος 27. Vi τέταρτος 90. V: abest JS: ὡσαύτως καὶ 352 ν: τούτων 


μέσων ΟΥ: ἐγένοντο 4 dS; P: ἦχος ις ' V: in loco ἡ ee dat εἰς δέκα Se 5 V: δέ 
; . J, Ρ᾽ οἱ ις μον γ; οἱ eye ἕξ. ψάλλονται γ: Πῶς δέ Bs: ἄρχῃ 
ΤΑΝ P: ὁ ἦχος abest 0 pra 41 γ: δέ 42 ν; in loco é ἐνήχημα ἐστίν - ἀνανέ, 


ἀνές dat Ἢ τοῦ ἤχου ὑποβολή (Ξ ἐπιβολή) οἷόν τινα λέγειν᾽ ᾿Ανανεανές, ἴδιον αὐτό, 


"Avak ἄνες᾽ πῶς (=a) γὰρ τὸν ἀρχόμενον ἀπὸ Θεοῦ ὀφείλει ἕ ἔχειν τὴν ἀρχὴν καὶ εἰς 
τὸν Θεὸν καταλήγειν, καὶ καϑὼς πάντες οἱ χριστιανοὶ κἂν μικροῦ ἔργου βουληϑῶσιν 
ἀπάρξασϑαι, προηγεῖται τούτοις ὁ στίχος" ἤγουν τὸ "Κύριε Ἰησοῦ Χριστὲ ὃ Θεὸς ἡμῶν... 
" καὶ τὰ ἑξῆς, τὸν αὐτὸν δὴ τρόπον καὶ ἡμεῖς [ὅταν] ὀφείλομεν ψάλλειν τι, προηγεῖται 


τούτοις ὁ ἦχος. 
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Ἐρ(ώτησις): ὋὉ B-°S4) πῶς ἐνηχίζεται; 
᾿Απ(όκρισις): Νεανές. 
Ἐρί(ώτησις): Ti ἐστὶ νεανές; 46 
᾿Απ(όκρισις): Ἤγουν 7 viv4® ἄφες. 
20. Ἐρ(ώτησις): ὋὉ δὲ τρίτος 9 πῶς ἐνηχίζεται; 
᾿Απ(όκρισις): Νανά0 ἥγουν παράκλητε, συγχώρησον. 
Ἐρ(ώτησις): Ὁ 8S 51 πῶς ἐνηχίζεται; 52 
᾿Απ(όκρισις): “Ayia, ἤγουν τὰ yepovPip καὶ σεραφίμ53, 
τουτέστιν" ἁγία" τριὰς, ὑπ΄ 55 
αὑτῶν buvovpevn?’, ἄνες, ἄφες συγχώρησον κἀμοὶ58 
τοῦ δοξάζειν59 καὶ 
25. ἀνυμνεῖνδῦ ὕμνον ἀξιόχρεονδ! σὲ τὴνθ2 ἀδιαίρετον 
Θεότηταϑδ3. 
Ἐρ(ώτησις): Πόσα πνεύματα, καὶ 14 λέγονται 


td 
πνεύματα; 


43. 1: ἀντὶ τοῦ λέγειν Pz ἀντι λέγειν 44 . J, P: ἀνανὲ ἄνες, ἤγουν ἄναξ ἄνες 
45 _ J, P: ‘O δεύτερος 46 γ: pro verbis Ti ἐστὶ νεανές; offert Τί διὰ τοῦτο; 47 γ: 
abest “5 my V: Κύριε 49 ΟὟ; Ὁ δὲ τρίτος 501: Ναννά Υ: ᾿Ανὲ ἄνες “1 J, P: 
Ὁ τέταρτος Υ: Καὶ ὁ pie 2 γ. ἐνηχίζεται non continet 53. Js τὰ σεραφί 
μ 
54 ,. Φ, Vi τοῦτ΄ ἐστιν >. J, P, V: ἡ ἁγία 6), V: ‘pap P: ὑπὲρ i. : 
v μνουμένη καὶ δοξαζόμενη Ῥ: ὑμνουμένη καὶ δόξης Pix "yp" V: κὰμὲ 
“δ " τοῦ ὑμνεῖν καὶ δοξάζειν δ γ; καὶ ἀνυμνεῖν pom, habet J, V: ἀξιόχρεων 
25, P: τὴν σὴν V: τῇ on δ᾽ γ: ἀδιαιρέτῳ Θεότητι 4 P: διατί 


“ΠΝ... 
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"An(OKptoic): Διὰ τὸ φωνὰς ἀποτελεῖν, χωρὶς δὲ Kai 


Ἂ 
«" f ‘ 
ἑτέρων tovor™ μὴ συνιστά- 


μενα. 
Ἐρ(ώτησις)): Τί ἐστὶ φωνή; 
30. ᾿Απ(όκρισις): Φωνὴ λέγεται διὰ τὸ φῶς εἶναι νοός ἅ γὰρ ὁ 
νοῦς γεννᾶδ7, ταῦτα 
ἢ φωνὴ εἷς φῶς ἐξάγει,ή διὰ τὸ ἐν ταῖς φωναῖς ἔχειν τὸ εἶναι 
φωνὴ 
γὰρ ἀποτέλεσμαϑδ τοῦ ἐν ἡμῖν τεϑησαυρισμένου 


πνεύματος, διά τινος ἀρτηρίας 


προσδεόμενον. 
Ἐρ(ώτησις): Τί ἐστὶ παπαδική; 
35, ᾿Απίόκρισις): Μουσικὴ τέχνη. 
Ἐρ(ώτησις): Πῶς ἐπονομάζονται οἱ ἦχοι; 


᾿Απ(όκρισις): Πρῶτος, δεύτερος, τρίτος, τέταρτος καὶ οἱ 


48γ. 
ἑξῆς οὐκ εἰσὶ 662 κυρίως 
ὀνόματα τῶν ὀκτὼ ἤχων᾽ τὸ γὰρ εἰπεῖν αν, BOY, 
γον, δῖον 5 βαϑμοὶ εἰσὶ 
καὶ οὐχὶ ὀνόματα᾽ δώριος, ἤγουν ὁ aS, ὁ βτΟς 7 λύδιος, 
ὁ γτος ὃ φρύγιος, ὁ 8S 9 
65 ps gbest 66. J, P: τόνων 67. J, P: νοεῖ 68 P γὰρ λέγεται ἀποτέλεσμα 
2 J, Ῥ non continent ἧ. J: ὀνομάτων 4 J: non habet 


LPs OS, BOS, y, 5% 
5 J: a, B, y, ὃ Ps ας, BP, 7%, δος 
σοι ἤγουν ὁ πρῶτος δώριος P - ἡ πόση, ἤγουν ὁ a’ δῶριος 
. ΖΦ: ὁ τέταρτος 


© in loco δὼριος ἤγουν ὁ aS ἀαπι: J - dine 
7.1: ὁ δεύτερος ὅ. 7: ὁ 


τρίτος 


46 | 


μιξολύδιος᾽ ὁ πλ(άγιος) a-~OY 10 ὑποδώριος, 6 WA (άγιος) 
B-OV 11 ὁπολύδιος, ὁ πλάγιος τοῦ γϑὺ 12 ἤγουν 
5. ὁ βαρὺς ὑποφρύγιος, καὶ ὁ πλί(άγιος) δ᾽ 13 ὑπομιξολύδιος. 
ταῦτα εἰσὶ τὰ κύρια 
ὀνόματα τῶν ὀκτὼ ἤχων, καὶ ἀκριβολογία! 6 ϑαυμάσιος 15 
τῆς παπαδικῆς 
τέχνης. 
Ἐρ(ώτησις): Πόσοι τόνοι τῆς παπαδικῆς τέχνης; 
᾿Απ(όκρισις): Δεκαπέντε. 
10. Ἐρί(ώτησις): ΠόσοιΪθ ἡμίτονοι; 
᾿Απ(όκρισις): Πέντε. 
Ἐρί(ώτησις): Πόσα πνεύματα; 
᾿Απ(όκρισις): Τέσσαρα καὶ οἱ τόνοι 7, 
Ἐρ(ώτησις): Τί εἰσὶ δ τόνοι, καὶ τί ἡμίτονοι 9, καὶ τί 
πνεύματα; 
15... ᾿Απί(όκρισις): Τόνοι μὲν70 εἰσὶν οὗτοι2!, τὸ ἴσον, τὸ 
ὀλίγον, ἡ ὀξεῖα, ἣ πετασϑήΖΖ, τὸ ἀπό-- 
δερμα, ὁ ἀπόστροφος, ἡ βαρεῖα, τό ἀντικένομα 23. 


Ὁ 1: τοῦ πρώτου P: τοῦ oo OP! Fs τοῦ δευτέρου P: τοῦ BO [12 1; τοῦ τρίτου 

J: τοῦ τετάρτου P: τοῦ δ 13,2; ἀκριβολογημένα P: ἀκριβολόγως |, J, Ρ: 
ὑματα . Β: ἘἜἘρ. Πόσα ἡμίτονα. - “An. Πέντε abest; J, P in loco Πόσοι ἡμίτονοι 
ἔσσαρα offerunt: Ἔρ. Πόσα πνεύματα; - ᾿Απ. Τέσσαρα. - Ἐρ. Πόσα fyitova; - 
π. Πέντε. 1]. Β, 7, Ρ καὶ of τόνοι non continent 18. J, P: ἐστι Se aes 
να 9 B, J: abest 21 Β; non haber 22 B, J: ἡ πεταστῆ 23 Β, J, Ρ: τὸ 
κένωμα 
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a 


Περὶ τόνου. 
Καὶ τόνοι μὲν εἰσὶ25 τὸ κράτημα, τὸ ἀνάσταμα, ἡ 
διπλή2θ, τὸ πίασμα, τὸ κατά- 
βασμα, τὸ τριπελόν27, ἥτοι τὸ σεῖσμα καὶ τὸ 
napakarsopa τὰ δὲ ἕτερα, 
20. οἷον τὸ ψηφισϑόν28, τὸ29 ψηφιστοκατάβασμα καὶ 
éEnotpentov>! μέλη 2 εἰσί, καὶ οὐ3 τόνοι᾽ 
ἡμίτονοι3 δὲ εἰσὶ ταῦτα, τὸ ἐλαφρόν, τὸ" κλάσμα, τὸ 


᾽ 
κούφισμα, ἢ παρα- 


κλητική, τὸ ψηφιστοκατάβασμαθ, καὶ "7 τὸ 


ἐξηστρεπτοκατάβασμα δ᾽ λέγονται δὲ 
καὶ μέλη, καὶ39 ἡμίτονα ταῦτα“0, τὸ ψιλόντ!, τὸ 


χαμιλόνἼ2, τὸ ἐλαφρόν, τό ἀπό- 


Seppats, καὶ τὸ κέντημα. 


25. Περὶ πνευμάτων. 


Πνεύματα δὲ λέγονται διότι φωνὰς 6 ἀποτελοῦσι", 


χωρὶς 548 καὶ ἑτέρων 


κ᾿ B, J, P non continent Περὶ τόνου 25. B, J, P non habent καὶ τόνοι μὲν εἰσι 

“Ὁ. B, J, P pro verbis τὸ ἀνάσταμα, ἣ διπλή tradunt ἢ ῥιπλῆ, τὸ ἀνάσταμα 

27 Β; τὸ τριπλόκον J: τὸ τριπλὸν P: τὸ τριπλοῦν 8B: abest J, P: τὸ ψηφιστόν 

29 J: ὡς P: οἷον 79. J, P non habent 31 1:  éxotpentov B, P: ἐξιστρεπτόν 

32. B μέλοι 33. J, Pz οὐχί «94. B, J, P: Ἡμίτονα Ὁ". B: abest 7°. Ρ: τὸ 
ψηφιστὸν κατάβασμα 37. J, P: non habent . B: τὸ ἐξιστρεπτοκατάβασμα J: τὸ 
ἐξστρεπτοκατάβασμα P: τὸ ἐξιστρεπτὸν κατάβασμα 9.Β. J, P non continent 

40. J: Πνεύματα δὲ εἰσὶ ταῦτα B, ΡῈ Ἡμίτονα [P: δὲ] εἰσὶ ταῦτα 4! B: Ἡ ὑψηλή J, 


P: τὸ ὑψηλόν 42 B: ἡ χαμηλή J: τὸ χαμηλόν P: καὶ τὸ χαμηλόν 43. B: abest 


44 J: non habet 45. B, J: Περὶ πνευμάτων non continent “Ὁ, B: διὰ τὸ φωνήν P: 
διατί 47. B: μὴ ἀποτελῶσιν P: ἀποτελοῦσι φωνάς . Β: non habet 
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τόνων, μὴ συνιστάμεναϑ0᾽ Kats! γὰρ χωρὶς" 
ἀποστρόφου οὐ συνίσταται" οὐδὲ" 
συντίϑεται"" πάλινδ6 χωρὶς ὀλίγου ἤ οξεῖα57 ἤ 
78 πετασϑή"" οὐδὲ piav®? ebpopev®! 
ψιλὴνθ2 χωρὶς ὀλίγουδ3 ὁμοίως πάλιν εἰ ἦνόϑ ὁ 
ἀπόστροφοςδθ, οὐχ ᾿ εὕρομενδ7 ἐλα- 
30. φρὸν ἤδδ χαμιλόνθ9᾽ εἰ δὲ70 καὶ εὕρομεν7! ταῦτα72 


ψευκτὰ 73 ἠγούμεϑα εἶναι72. 


Περὶ κεντήματος 7" 


TO’ κέντημα χωρὶς77 ἑτέρων τόνων78 οὐ 


συνίσταται", φωνὰςϑ80 μὲν ἀποτελοῦνϑδ!Ι,. 


49 Β; τινῶν Ὁ B: μὴ συνισταμένων 51. B: abest ἐν "ἜΣ χωρὶς OR 53. B: οὐ 
συνίσταται χαμηλόν J, P: οὐ συνίσταται τὸ χαμηλόν 4 P: οὐ δέ 
ΓΤ τι δένει, εἰ δὲ τεϑῇ πάνυ ἄτεχνον᾽ ,. Β: Καὶ πάλιν Ων By a), P: ὀξείας 
.Β, J, P non alg “9 Β, J: πεταστῆς P: πετασϑῆς 0 8B, J, P: οὐδεμίαν 
οἱ P: εὕρωμεν 2 Β, A jl Ss ὑψηλήν 65 . B, J, P: mon continent χωρὶς ὁλίγου 
64 Β: Ὡσαύτως 65. In loco εἰ ἦν offerunt B - χωρὶς J - ὄντος P - ἄνευ 66. B, P: 
ak ae ae τοῦ ἀποστ ἤρου ὩΣ εὕρωμεν δ |B: ἤ χαμιλὸν abest 69 εὖ, P: 
gg τς 0. J: εἰδέ Ξ . B: εὑρεϑῇ Ρ: εὕρωμεν 72 B: non habet 4 P: τοῦτον 
B, J, P: ψεκτὸν ; . Β: εἶναι τοῦτο, ὁμοίως γὰρ καὶ τὸ χαμηλόν . B, J: non 
continent Περὶ ς ως Ρ: Περὶ τοῦ κεντήματος . Β: Καὶ τό 77 B: χωρὶς καὶ 
J, P: xai χωρίς Β: τόνων τινῶν . Β: οὐ συντίϑενται . B non haber 
φωνὰς - οὐ συνίσταται . J, P: ἀποτελεῖ 
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r 1 2 γ᾽ . ᾿ 
μόνον δὲ οὗ συνισταται᾿ τὰ δὲ ἕτερα, youve? διὰ 


. ᾿ -“" 9 4 
nvevpatoc’3” & καὶ εἰσὶ ταῦταδ4᾽ τὸ 


μὲν γὰρ ψιλὸνδ" ἔχει φωνὰς τέσσαρεςϑδ᾽ τὸ 8887 κέντημα 


Md \ 88 > t 
EYEL POVAC?® AVLO L- 


35. σας S00" dpoiwc®? Kai τὸ ἐλαφρόν, καὶ τὸ χαμιλόνϑθ᾽ τὸ 


μὲν γὰρ χαμιλὸν"] 


ἔχει92 εἰς ἐλάττωσιν φωνὰς9 δύο" ὁμοίως" καὶ οἱ 


[1] Ὁ , = rs 4 i 
ἕτεροι τόνοι οἷον TO κρᾶτημα 
ς fal, εἱ ᾿ z aa 1 κα f αἰ ἣν ? \ 
49. ἢ διπλὴ" τὸ ξηρὸν κλάσμα“ τὸ ἀνατρίχισμα TO MAGA καὶ 
1 @ 
τὰ ἕτερα 


ὅσα τοιαῦτα3, ὡς προέφημεν λέγων" σύνϑετοι τόνοι, 


σύνϑετοι δὲ λέγον- 


4 a - f | ~ f 
ται διὰ τὸ συνίστασϑαιθ ὑπὸ7 δύο 78 Kai τριῶν τόνων, 


ἤγουν ἡ διπλὴ διὰ δύο 


δὲ Β; ἡγοῦνται 83 Β. 1, P: πνευμάτων 84, BB: ταῦτά εἰσι᾿ 85 B,J, P: ὑψηλόν 


86, Β: ἀνιούσας τέσσαρας J, P: τέσσαρας 1S: μὲν B, P non continent 
88 B: ἔχει φωνὰς abest 9᾽ . B: in loco ¢ ὁμοίως καὶ τὸ ἐλαφρὸν καὶ τὸ χαμιλόν dat Τὸ δὲ 


φομηλον ἔχει φωνὰς mea τέσσαρα oF καὶ τὸ ἐλαφρὸν δύο, pal, Ws eo χαμηλόν 
.B, iF χαμηλὸν “. B: abest B: φωνῶν , Β: τεσσάρων J, P: τέσσαρας 


[P: δ᾽, τὸ δὲ ἐλαφρὸν εἰς ἐλάσδεωὰ φωνὰς δύο᾽ . Β, J, P: ὁμοίως δὲ 


7” eG τέσσαρες , 
lB: ἡ Suman’ τὸ ξηρὸν Soe a abest 7. 7: τὸ ξηρονκλάσμα *. B, J, P: εἰσὶ 
B: λέγων - a age non habet J, P: aan 


τοιαῦτα “. B: προείπομεν 
. Β: διὰ τὸ συνιστᾶν ‘a B, J, P: διὰ . B, J, P non continent 
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ὀξειῶν καὶ πετασϑῆς, τὸ ξηρὸν κλάσμα διὰ δύο 


ee f 
ὀξειῶν, τὸ ἐλαφρόν", 
Γ ie ἘΝ ‘ 
5. τὸ πίασμα διὰ δύο βαρειῶν᾽ τὸ ἀνάσταμα διὰ διπλῆς καὶ 
πετασϑῆς 12 καὶ 
; ‘ ι ς 13" ῳ aa | - f , 
ἰδοὺ λοιπὸν ὡς" ἔφημεν ὅσα εἰσὶ τοιαῦτα σύνϑετοι τόνοι 
͵ Sails 
λέγονται καὶ 
ἰδοὺ ἔμαϑες, ὦ ἀκροατά, τί ἐστὶ 15 τόνος! 6, καὶ τί 
f t ~ [4] 
ἐστὶν ͵7 ἡμίτονον 8, καὶ τί ἐστὶ [95 πνεῦμα", 
“ ᾿ ᾽ ~ . 
καὶ διὰ ποίων tpdnov2! λέγονται τὸ καϑ Ev23 
τόδε, καὶ 108624, καὶ" ἐκ τῶν προλεγ- 
᾿ > ¢ ~ i ¥ 26 - BA! ¢ 2 - % 6 
ϑέντων εἰσί, τρεῖς τόνοι, NyOvV~® τὸ ὄλιγον, ἡ ὀξεῖα καὶ ἡ 
πετασϑήΖ7, ἅτινα καὶ 
10. εἰσὶν:δ Ἰσόφωνα᾽ τὸ δὲ29 ἴσον φωνὴν οὐκ30 ἔχει, GAA ᾿ 
ἔστι τῶν πάντων"! ταπεινούμε- 
9. B: ὀξειῶν συνίσταται 190, 1: καὶ πετασϑῆς - διὰ δύο ὀξειῶν abest B: in loco καὶ 
πετασϑῆς, τὸ ξηρὸν κλάσμα dat κράτημα !!. Β: in loco τὸ ἐλαφρόν dat καὶ 
ἐλαφροῦ κλάσματος . Β;: πεταστῆς 0. Β: verba ὡς ἔφημεν - λέγονται Scriburtur 
Sic: ὅσα εἰσὶ ταῦτα σύνϑετοι τόνοι λέγονται ὡς ἔφημεν᾽ . P: non habet B: verba καὶ 


ἰδοὺ ἔμαϑες, ὦ ἀκροατά scribuntur sic: Kai ἰδοὺ λοιπόν, ὦ ἀκροατά, ἔμαϑες 5. Β: 
ἐστιν 16, 2, Ps τόνοι 17. Β, J, P non continent 8.1, P: ἡμίτονα 19 Bg. J, P 


non comprehendunt 5 J, P: πνεύματα 21, B, J, P: διὰ ποῖον τρόπον͵ . B, J, P: 
λέγεται . Β: τὸ καϑ ἕν abest J, P: τὸ καϑέν In ge τόδε, καὶ τόδε permiftunt 


Β - tote ἤ τόδε J - Τόσοι καὶ τόδε P - Τόνοι καὶ to δέ. . Β: καὶ γὰρ 26, B: ἤτοι 
. Β, 1: ἡ πεταστή 28, B: εἰσὶ καὶ P: καὶ εἰσὶ κα 29. Β: γὰρ “.Ρ' οὐχ 


31 B: πάντων τίνων 
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SG 6 - ᾿ς τ ᾿ f “o 
vov ὅπου 2 εὑρεϑῇ τὸ ἴσον33, κἄντε sic ὀξείαν φωνῆς, 


κἄντε εἰς χαμιλότητα 5 


2 "- F ’ “ = ~ . -- 
ἐκεῖ δέχεται τὴν φωνήν᾽ τῶν δὲ τεσσάρων τόνων τῶν 


? Ἡ 
φωνούντων 56, ἤγουν 


πετασϑῆς], ὀλίγου, ὀξείας38 καὶ ἀποστρόφου39, καὶ τῶν 


τεσσάρων τῶν" προλεχϑέντων, 


ἤγουν τοῦ ψηφιστοῦτ!, τοῦ χαμιλοῦτ2, τοῦ κεντήματος 


καὶ τοῦ ἐλαφροῦ, διαπερῶμεν 5 


15. τοὺς x 44 ἐν τοῖς ἑτέροις τόνοις, ἐμφώνους αὑτοὺς 
= > 


ἀποδεικνύοντες 5 καὶ ἐνεργοῦντες 5, 


͵ 4 a ἕ 
χωρὶς γὰρ τούτων πάντα 7 ἀκίνητα καὶ δ ἀνενέργητα 


εἰσίν45᾽ οἱ γὰρ τὴν τέχνην 


τὴν παπαδικὴν ἐπιστάμενοι", axpipac?! οἴδασι καὶ τὴν 


52" 


ἐνέργειαν" με- 


a B, P non continent τὸ ἴσον 74. B: pro verbis 

35. B, J, P: χαμηλότητα . B: τῶν φωνιέντων 

. B: καὶ τῆς ὀξείας . B: καὶ τοῦ ἀποστρόφου 
41 B: τοῦ ὑψηλοῦ “2. Β: καὶ τοῦ χαμηλοῦ J: 

τοῦ yauniod 43. Β: διαπέρομεν 44 B: in loco τοὺς K dat εἰς τοὺς ὀκτὼ ἤχους J: 

ὀκτώ Ρ: η =. B: ἀποδεικνύοντας 46 BJ, P: ἐνεργοῦντας . Β: πάντων 

48 B: εἰσὶ καὶ 49. Β: abest Ὁ. Β: pro verbis τὴν παπαδικὴν ἐπιστάμενοι dat τῆς 

ψαλτικῆς ‘IB: ἀκριβῶς ἐπιστάμενοι ~*. B, J, P: τὴν EVEPYELAV τούτων 
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32. B: ὅπου δέ P: ὅπου tabtov 
ὀξείαν φωνῆς dat Ὀψηλότητα 

ἡ B: τῆς πεταστῆς Jz πεταστῆς 
140 B: πνευμάτων τῶν J, P: πάντων 


ρικῶς τοίνυν δείξωμεν", πῶς ὀφείλουσιν ἐνεργεῖν οἱ 


τόνοι μετὰ πνευμά- 
των"" sic τὰς 6 αναῤῥοάς"7, καϑὼς καὶ ὁ ἑρμηνευτὴς 
αὐτὰς ἀκριβῶς ἐδίδαξε" 
20. περὶ τῶν ἐναλλαγῶν τῶν ἤχων"9 ἀνανέ, ἀνές, ἐπάνωθθ 
τοῦ α΄ ΟΌ ©! ἤχου, 
εἰ ἐξηγήσειςϑ2 μίαν φωνὴνδ3 γίνεται ἦχος64 BOS 65͵ | 
οὗτοςδ6 δὲ ἀνανέδ7, ἀνές, veavec®?. | 
ὁμοίως πάλιν ἄνωϑεν τοῦ BOP 65 οὕτως70 ἤχου, εἰ7} 
ἐξηγήσεις72 μίαν φωνήν73᾽ εἴναι7: 
ἦχος τρίτος 75 ὁμοίως 7 δὲ νεανές, ἀνὲ ἀνές. ὁμοίως 77 


εἰ ὃ ἐξηγήσεις ἄνωϑεν 


53. In loco μερικῶς τοίνυν δείξωμεν dant: B - ἔτι οὖν μικρὸν ἀποδείξομεν τοὺς μερικῶς 
κατέχοντας J, P- Τέως οὖν μικρὸν δείξωμέν τι μερικῶς ‘ B: ὀφείλωσιν 5. B, J. 


P: μετὰ τῶν πνευμάτων . B: et τάς τε τ ἀναρροὰς καὶ ὑπορροάς J: bec 
ἀναῤῥοὰς καὶ τῆς a en P: τὰς Evappoac . B, P: ἐδίδαξεν ἫΝ Β; pro verbis nep | 
τῶν EvahAayov τῶν ἤχων dat ᾿Αρχὴ tod es τον 0 8B, J, Pr ἐπάνω δέ δ΄ RB. 


πρώτου P: αὐ 62 Β; ἐξηχήσεις J, P; ἐξηχίσῃς B: φωνὴν μίαν - . Β, J, P non 
continent ©. Β: δεύτερος ἦχος J, P: B J: οὕτω B, P: we ΟΡ; ave 

. P: abest 69 B: τοῦ "ἂν". P: Π»΄ 10 B, P non habent ap: abest 

2S: ἐξηγίσῃς P: ἐξηχύσεις BB: φωνὴν μίαν 74 . B, J, P in loco εἶναι ἦχος dant 
γίνεται Jz Ρ:γ 76. B: οὕτως J, P: ὁμοίως - ἦχος ECP TOS non continent 

. B: αὐτο πάλιν 78, Β; verba εἰ ἐξηγήσεις ἄνωϑεν τοῦ γ Ὁ ἤχου μίαν φωνήν 
exponentur Sic: ἄνωϑεν τοῦ τρίτου εἰ ἐξηχήσεις φωνὴν μίαν 
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tod γιοῦ ἤχου μίαν φωνήν, γίνεται ἦχος 72 τέταρτος᾽ οὗτοςϑ0 
565! veavéc®?, ἅγια. 

25. ὁμοίως δὲδ3 πάλινδέ ἄνωϑεν tod δ᾽ Οὐ 85 ἤχου ἔξελϑεδό 
μίαν φωνήνδ΄, καὶδ8 γίνεται ἦχος89 «OS 90, 


Ἐρί(ώτησις) 931: Πῶς δὲ γίνεται διὰ τὸ ἀναβιβάζειν ἕως 


τοῦ HOV 92 ἤχου9"; 
᾿Απ(όκρισις) 943: Καϑὼς ὁ ποιήσας τοὺς τέσσαρας" 
ἤχους τέσσαρας 8 ἤχους ἐδέσμευσεν sic?’ τέσ- 
’ ἰς τεῦ 
σα ’ « δὲ 98 6 f 99 τ [τ 
ρας φωνάς. οὕτως δε O τεταρτος NXOG Ayia. 
Περὶ πλαγίου πρώτου ἤχου 100᾽ ἀπὸ τοῦ... 10] ἤχου πάλιν 


κατὰ 


30. τὸ βαῖνον εἰς 102 δ- ἂς 103 ρωνάς, καὶ εὑρίσκεται ὁ πλάγιος [04 


80 J: οὕτω Β, P: οὕτως 8] Pp: non habet 82 J, P: ἄνες ἀνὲ ἄνες 
_B: non continet “4. J, P: δὲ πάλιν abest 8. Β: τοῦ τετάρτου . Β: εἰ 

ἐξηχήσεις 8]. Β: φωνὴν μίαν 88 B,J non continent 8°. B, J, P non continent 

"Pa 'B: TPOVTOS ! B: abest φ . Β: τῶν τεσσάρων J: τετάρτου P: δ᾽ 

93. φωνῶν ἢ τῶν τεσσάρων 94 B: non habet °. B, J, P non continent 

96 B: τεσσάρους 9”. B: ἤγουν εἰς J, P: ἤγουν “8, B, 1: δὲ Evi P: δὲ ἕν 79. J: 

ves p- 5 100 B: "Ακουσον δὲ Kal περὶ τῶν πλαγίων ἤχων P: in loco Περὶ πλαγίου 

1 B, P: in loco lacunam - πρώτου 102 Pro verbis 

. B, P: τέσσαρας 


719 B: abest 


πρώτου consistit Περὶ πλαγίων 
κατὰ τὸ βαῖνον sic dant: Βὶ - κατεβαίνεις P - καταβαῖνεις 
. B: ὁ πλάγιος tov 10° B: abest 
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otta!96 δὲ ἀνὲ ἀνές, ἀνά, ἀνές07, ὁμοίως 58198 καὶ 


ὁ BOS 109 ἧχος10 καταβαίνων 1} 
φωνὰς δ᾽ ἃς 112 εὑρίσκεται}}3 ὁ114 πλάγιος 
αὐτοῦ 15 οὕτω 116 δὲ 
πάλιν ὁ γὃς 117 καταβαίνων; 18 δ᾽ς 119 ρωνάς, καὶ 
εὑρίσκεται} 20 ὁ πλάγιος αὐτοῦ 121, ἤγουν 12: 
35. πάλιν 235 ὁ δος 124 καταβαίνων 125 φωνὰς δ᾽ ἂς 126 εὑρίσκε-- 

ται! 27 ὁ πλάγιος αὐτοῦ 128, ἤγουν 129 οὕτως 30 ἅγια 131, 

49γ. Ἰδοὺ λοιπὸν ὡς ὁρᾶς ἔγραψά σοι τοὺς ὀκτὼ ἤχους 
μάνϑανεϊ πόϑεν καὶ 


o~ - 4 ε 
ποῖος ἀπὸ τοῦ a OY, ἤ SOY QOS καὶ οἱ πλάγιοι. 


Περὶ μέσω v2. 


106 B: οὕτως 197. Ps in Joco οὕτω δὲ ἀνὲ ἀνές, ὁ , ἄνα ἀνές dat ὁ fh α΄ ἄνανε ἀνες 


108 . Β, P non continent 109. B: δεύτερος P: B ' Be abest IN ps in loco 

καταβαίνων dat καὶ καταβαίνεις Β: κατεβαίνεις . B: τέσσαρας P: nom habe 

B: — εὑρίσκεται 14’ P: non habet . B: αὐτοῦ᾽ νεᾶνες νβᾶμοῃς 116᾽ B: ὁμοίως 
7 Β; ἀπὸ τὸν τρίτον 18 5. creas . B: τέσσαρας, . B: εὑρίσκεις 

121. . B: τὸν πλάγιόν tov’ . B: οὕτως δέ᾽ ἀνεάνες, OVE . Β: ὁμοίως δὲ καὶ 

124. . Β: 6 aa ae 125. B: κατεβαίνεις 126. B: τέσσαρας φωνάς Β: καὶ 

εὑρίσκεις : τὸν nibendv του 29 B: abest!30- B. οὕτως δέ᾽ 131. B: ayia, 


yee 
lB: pro verbis μάνϑανς πόϑεν - οἵ πλάγιοι dat ὁ καϑεὶς πόϑεν ἐξέβη, καὶ ποῖος ἀπὸ 
τοῦ ἄλλου᾽ οἱ τέσσαρες πρῶτοι, καὶ οἱ τέσσαρες πλάγιοι. 5. Β: Περὶ μέσων abest 
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“Ἄκουσον δὲ καὶ περὶ τῶν μέσων, καὶ περὶ τῶν φϑορῶν, 
ὁ μέσος οὕτως ἐστίν. 

ὁ μέσος ατος 6 γίνεται δὲ ὁ μέσος aS 7 βαρύς, γίνεται δὲ 
οὕτως. 


5. φοόνυσοϑβϑα @etesceaceanes @eseenanen @eavesesooasceta ese ne ezancee THEBSSeeeeseaoeseseseeeeHagvesegeessveseeeagaaes 


ὁμοίωςδ δὲ Kai ὁ δεύτερος. 


ὁ μέσος δευτέρου. 


SRSSSaSSSHPSFESLHsFSSSAASFeSSeSsSSssSSeseSHSESCe* SF Sse sssessesesbhaavsseevwregsstearetne *@eeaeeoseenveeeseesesesene 


10. οὐκ ἐκάλεσα δὲ tpEic? φωνάς, μέσος BP—OP 10 ἀλλὰ τὰς 
β “11 φωνὰς πλαγίος 
τοῦ § οὐ 12 οὕτως δὲ ἐὰν εἴπης. 


«.υδονφοφουοουνυναφ οφυφοψφόψφοουρθσθαοοπνσοονσαφάσυ δ Pes SFe Se esese asses sSaeesseseoeese σον σα σΦοοθφΦοδθοϑθοδύὰά SCreeee 


ὁμοίως 613 καὶ ὁ τρίτου μέσος. 


eseeseeeoe @meouonasaeseseeoseoaeeoeoge @eesescven ee SCR SSCCSOSCSSseeseeesesseSeSesCoseeeeeeeeeeeeseeseeoeves Sueee 


15. οὕτως δὲ 4 ἔχει ὁ τετάρτου 15. 


esuaeeessuaseoce POSS OOSSOSTSESHSHTHOHSSHHHOHFECaETESSEHseSFHCVETETSeeSeTEEHTeneTEetaesaua φΦφοφυουνοοδοσᾳφο 


3 
τὸ νανά 6, διότι μέσον δ᾽ Οὺ 17 ἔνι! δ tov κανόνα ἐὰν 
εἴπῃς, οὕτως δὲ ἕνι 


3. Β; δή 4. B: in loco τῶν μέσων, καὶ περὶ τῶν φϑορῶν dat τῶν φϑορῶν τῶν ἡ ἤχων 

5. B: in loco ὁ μέσος οὕτως ἐστίν dat ὃ γὰρ μέσος τοῦ πρώτου, οὕτως ἐστίν. °. Β: in 
loco ὃ μέσος a °S dat Οὗτος ἐστὶν ὃ μέσος τοῦ πρώτου ᾿΄. B: τοῦ πρώτου 

8 Β; ὁμοίως - ὁ μέσος δευτέρου non habet 9. Β: τὰς τρῖς [0. Β;: μέσον δευτέρου 

ll B: τὰς δύο, διὸ Eve ὁ μέσος δεύτερος, εἷς τὰς S00 [Ζ. Β: τοῦ τετάρτου 

13 ἢ. abet 14, B: abest ᾿". Β: ὁ τέταρτος ἦχος VON "Qonep ἐὰν εἴπῃς ayia. 


. B: τὸ vava abest 17 B: τοῦ τέταρτου ἤχου . B: pro verbis ἕνι - τοῦ τετάρτου 
dat ἔνι τὸ νανα. Ὃ δὲ κύριος ἦχος, ὁ μέσος τοῦ τετάρτου... οὗτος Evt 
47] 


‘ , ~ 7 
Ο κύριος τοῦ τετάρτου. 


20. ἄκουσον 12 καὶ περὶ τῶν φϑορῶν. φϑορὰ20 λέγεται οὕτως 
ἐὰν ἔκβης" 


ἀπὸ τῶν κυρίων ἤχων22, ἤ ἄνωϑεν, | κάτωϑεν, φϑορὰ 


| 


λέγεται. χά- | 


‘ f 4 f ~ OW A , 3 m4 
νεται OE τότε TO μελος TOD ἤχου, καὶ φϑεῖρεται εἰς ἕτερον 


7 « 2 °° 
ἤχον, ὥσπερ EV εἴπῃς. 


! 
SSSCSCHHAEKASEHHSEHSSEHKASSHESTHEAETHHSHSHESHHSHHCHOHRHLEEHOHCHFTSHSHLAERSOHRHEHEHGeeOnseeHahesHoeeteHeeeseseeaeee σ΄ ΦΦουσοσπασε | 


διαφϑαρῆΖ3 εἰς ἕτερον ἦχον. 
25. ποῖος ἐστὶν ὁ ἕτερος" ἦχος ὁ μετακληϑεὶςζ6 ὑπὸ 27 
τοῦ κυρίου ἤχου εἰς ἕτερον ἦχον": 
ἐὰν φϑαρῇ καὶ ἀναβῇ) μίαν φωνὴν32 γίνεται ἦχος 53 
TA, βτου #4. 


ὁ35 Tr. BO” φωνὴν μίαν yivetar3® ἦχος37 βαρύς 38 
φϑορὰ S877 πάλιν τοῦ βαρέως ἤχου καὶ τοῦ TA. δ᾽ Οὐ 40 


οὕτως 


.B: "Ἄκουσον δὲ 20, B: φϑορὰ λέγεται πον tee 21 B: ἐκβαίνεις 

. B: τὸν κύριον οι τως 3B: διαφϑάρη Pe, B: Ege Ποῖος 

. B: ἕτερος abest 26 B: ὁ μεταβληϑείς 7B: ἀπὸ B: τὸν κύριον ἦχον 
. Β: non habet *. B: ᾿Απόκρισις᾽ ὁ πλάγιος τοῦ πρώτου ἤχου . Β: ἀνάβει 

. Β: φωνὴν μίαν 29. B: non habet “ἢ, Β: πλάγιος τοῦ δευτέρου, οὕτως᾽ 

,. Β: Ὁμοίως πάλιν, ὃ πλάγιος τοῦ δευτέρου ἀναβαίνει . B: καὶ γίνεται 

37 . Β: abest **. Β: βαρύς, οὕτως δέ 9B: αδοοί ἢ, B: in loco τοῦ nA. δ᾽ οὐ dat 
TOD τετάρτου B: γίνεται ovtws 
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; 
| 


Ταῦτα 2 εἰσὶ43 φϑορὰ 5 τοῦ πλαγίου 6 45 ἤχου46, 


ὥσπερ γὰρ εἴπω σοι37 ὅτι &k48 τοῦ α᾿ οὐ 
w > ‘ 
ἤχου 5 ἀναβαίνων φωνὴν μίαν γίνεται BOS 51. καὶ ἀπὸ 


τοῦ BO” ἀναβαίνεις" φω- 


4 g “ἡ. , ὼ a ’ 4 
Viv μίανϑ3ϑ γίνεται y~OS. καὶ ἀπὸ τοῦ y~OP4 μίαν55, xair 


γίνεται 8S, Kai?’ εἰς τοὺς πλαγίους 


‘ 3 of 
τὸν αὑτὸν 5698 τρόπον, καὶ τὴν αὐτὴν ἀκολουϑίαν. οὕτως 


γὰρ ἔφϑειραν"9 ταῦταϑῦ οἱ 


35, τῆς ἐκκλησίας καὶ ἐξηρίϑμησανδ!᾽ robo? δέ, καὶ 8°? 


ἤχους σμίξαντεςδ5, τοὺς a YS © πλαγίους, 


‘ ' a ' ’ f 2 
50. καὶ τοὺς μέσους, Kal τὰς φϑοράς. ὅσοι δὲ λέγουσιν ὅτι εἰσὶν 


l 


U 


is ἤχοι 


~ ~ 4 ~ , 
τῶν n “2 φωνῶν, ἤγουν τῶν δ΄ a OY 3 καὶ τῶν 5 ' πλαγίων, 


4 ~w ? 
καὶ TOV δὺο 


mi B: Αὕτη 45, Br ἐστιν 44, B: ἡ φϑορά 45 B: τετάρτου Ὁ. B: abest 

'_ in loco εἴπω σοι dant: B - εἶπον avo P - εἴπωσι 48 B: ἀπό *. B: τὸν πρῶτον 
ἦχον >”. Pro verbis ἀναβαίνων φωνὴν μίαν dant: B - μίαν ἀνάβα φωνήν P - ave 
ἀνέβης μίαν φωνήν 51 B, Ps δεύτερος . Β: in loco καὶ ἀπὸ τοῦ β΄ Ὁ - γίνεται δ᾽ 9 
dat Ὁμοίως καὶ καϑεξῆς P: ἐὰν ἀνέβῃς 53. P: μίαν φωνήν 54 P: τοῦ γ΄΄ἐὰν 
ἀνέβῃς 55. p; μίαν φωνήν 56 Pp: abest >. B, P: οὕτως καί 58 p; δή 
59. B: διίφϑειραν . Β: αὐτὰ 6]. p; ἐξηρήϑμησαν 62 B: τοὺς δέ, καί abest 
63 P: in loco δέ, καὶ ἕξ dat δέκα Ἐξ, 64 B: σμήξαντες ©. B: a YS non habet P: 


πρώτους μ΄. : 
1. Ps ig ’ ἦχοι ψεύδονται. Ἐπηχήματα δὲ εἰσὶ τῶν ἡ ᾿ ἤχων᾽ 2. P: ὀκτών 3. P: πρώτων 
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~ -- — a * 
a. 


μέσων, καὶ τοῦ νενανώ᾽ καὶ ὁ μὲν Δαβὶδ ἐποίησε τοὺς δ᾽ 
ον 
τέσσαρας φωνάς, καὶ ὁ Σολομὼν τὰς τέσσαρας, ἤγουν 
τοὺς ἄλλους 5  πλα- 
5... γίους τῶν πρωτοτύπων, καὶ τοὺς S00° μέσους, ἤγουν τοῦ 
νενανὼ καὶ τοῦ νανά. 
οὕτω 7 δὲ γράφωϑ μετὰ τὸ τέλος ὅσοι τὸν ναὸν Σολομῶντος 
ἐν Ἱεροσολύμοις 
ὕμνησαν εἰς τη ’ ἤχους ἑτέρως ψεύδονται καὶ ἀνόητα κατὰ 
τῆς παπα- 
δικῆς τέχνης ἀνϑίστανται, καὶ 19 οὐδεὶς ἔχει ἀφ᾽ ἑαυτοῦ 
νοῆσαι τὴν μέϑοδον 
ταύτην, κἄν δῆϑεν ἠκριβωμένως], καὶ μετὰ πεὶρας πολλῆς 
διῆλϑε 12 τὴν ἅ- 
10. πασαν τῆς παπαδικῆς τέχνην. εἰσὶ δὲ καὶ ἄλλα πολλὰ περὶ 
τὴν τέχνην, ἅτινα 
ἀδύνατον εἰσὶ γραφῆναι évrad$al4 καὶ γὰρ ὁ15 λόγος Ι 
| . ἑρμηνεύεται εἰς μύρια, { 
καὶ ἵνα μὴ συγχέωμεν TOV λόγον καταλιμπάνωμεν ταῦτα. 6 
δὲ Δαμα- 
σκηνὸς GAnyopeil® τοὺς αὐτοὺς ἤχους, ὡς 7 ἐγώ σοι ἐνταῦϑα 
διαγορεύω din 
αὐτῶν ἀκολουϑῶν εὑρήσεις καὶ τὸν ἕτερον ἦχον ἄχρι καὶ 
τῶν ἑπτὰ ἀναβαι- 


f 
15. νόντων καὶ καταβαινόντων. 


4 Pp; δ᾽ 5 P: abest ©. P: pe 7 Pp: οὕτως 5p; γράφων ὅν ΡῈ pro verbis νη 
ἤχους ἑτέρως ψεύδονται dat τ ἤχους, ὅσοι δὲ sare περὶ τῶν η ᾿ ἤχων ἅτινα εἰσι 
“εὐματα . Ps καὶ γάρ il p, ἠκριβομένως 2 Ὁ; διῆλϑε - ἄλλα πολλά abest 
. P: in loco ἀδύνατον εἰσὶ γραφῆναι dat εἰσὶν ἀδύνατον γραφῆναι . P: in loco 
ee de 2 / 15. ps 16 p.? ΜᾺ... ; 
ἐνταῦϑα dat εν ταύτῃ . P: 6 εἰς . P: ἀλληγορεῖ . P: ὡς- τελει 5 ‘ non habet 
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᾽ x ᾿ 
AUTO περιεχόμενον καὶ κρατούμενον ἀσϑενέστερον δήπου 


> 
τοῦ περιέχοντος, 


20. bp οὗ καὶ κρατεῖται εὐλόγως ὁ ατος ἐν ἤχοις ἐτάχϑη, τῇ τε 
ἀρχῇ καὶ τῇ 


περιοχῇ ἀρχὴ καὶ πρώτη καὶ δευτέρα ἀρχὴ τετάρτη, μέση 
ρνυβι μέσῃ ὃ». 
ἀρχὴ β ΄. ἄνωϑεν κάτωϑεν τέλειον β΄ Οὔ, τέλει δ΄. 
Ἐρ(ώτησις): Πόσοι φωναὶ παραληγόμεναι δ, καὶ πόσα 
ἐπιπλάσματα 9 εἰσί20, καὶ που κατ΄ αὑτὰ] 
ἡ φωνῇ, καὶ πόσαι φωναὶ ἐν τοῖς διπλάσμασιν29 εἰσίν; 
25. ᾿Απίόκρισις) 24: Τῶν τόνων καὶ τῶν ἤχων τῶν ψαλλομένων 
εἰς25 τὸν26 ἁγιοπολίτην᾽ τόνος 27 λέγεται 


ἐκεῖνος, ὅστις ὀξύνεται h βαρύνεται διὰδδ τοῦτο γὰρ καὶ 


τόνος καλεῖται, ἐρεῖ δὲ 


τοῦτο πρὸς οὕς ὁ λόγος δηλώσει} Kail? ἐπειδὴ} ἐρωτήσαμεν 


πόσοι ἦχοι ψάλ- 


2 f , 
λονται3 εἰς tov ἁγιοπολίτην καὶ ἀπεκρίϑη v3> ὀκτώ 


ὀφείλω "6 κἀγὼ37 τοῦτο σοι 


18 p; παραλαγησόμεναι 19 p: διπλάσματα ®. P: > εἰσιν whee καταντᾷ 


22 P: καὶ πόσαι φωναὶ abest 23. cP pe ee 4 ps Ἢ ἔτ᾿ καὶ ἀκρίβεια. 
Kat ἐρώτησιν καὶ ἀπόκρισιν 5. P: καὶ εἰς . P: τὴν ΟΡ: τόνος δέ 
29 γ; non habet 30 V: pro verbis ὁ ἐρεῖ δὲ τοῦτο πρὸς οὕς 


. P: διὰ - καλεῖται ps 
dat Περὶ δὲ τούτων 1 P, V: δηλώσει. Πόσοι [P: Πόσα] ἡ ἦχοι ψάλλονται εἰς τὴν 


ξγιοπολίτην; [Υ: Οκτώ] 32 γ: abest *. Ρ: ἐπειδὴ - τὸν ἁγιοπολίτην non habet 
ΟΥ̓͂Σ pro verbis πόσοι ἦχοι ψάλλονται dat σε πόσους ἤχους ψάλεσϑαι 


υ . ΡῈ ἀπεκρίϑη Υ: ἀπεκρίϑης 36 p: ὀφείλει. .Pik Gyo 
475 


. . . 
- -΄ῸῸς͵͵, 'ϑάςς ἡ ὖἷἶ 
Ὥς... «τῶ = »Ὸ 


i - -οΠὁ'4['ᾧὕὦ:ὦ͵ὦὦἐὦἐῦἐὦὑὺ “-'ἰ-ππππππσσσπππ" 


ΞΨῃ" 


ἀποδεῖξαι3δ ψευδὲς ὡς39 ἐπὶ τὸ πλεῖστον μέσος fp OY 
ψάλλεται9, ὡς τὸ "Νίκην 
30. ἔχων Χριστέ", καὶ dct! τὸ "Xe τὸν ἐπὶ ὑδάτων"", καὶ ἕτερον 
ὅμοιονῖ2, καὶ τὰ ἄλλα" 
ὅσα ἀπὸ τοῦ 5 ἁγίου6 Ἰωάννου τοῦ Δαμασκηνοῦ 7 
ἐγένοντο, ἀπὸ ὃ τῆς μουσικῆς 
ἐξετέϑησαν, ὅσα "9 δὲ παρὰ τοῦ κὺρ Θεοδώρου ἤ τοῦ κὺρ 
Ἰωσὴφ ἐξετέϑησαν, 
gic?) δοκιμὴν} ψάλλειν ταῦτα μετὰ 52 τῆς μουσικῆς, οὐκ 
ἰσάζουσιϑ᾽ διὰ τὸ μὴ ἐκτεϑῆ- 


ναι, ὡς ἐπὶ τὸ πλεῖστον ὁμοίως ψάλλεται55, ὡς ἐν τῷ 6 


"Σταυρὸν χαράξας Μω- 
35. σῆς", καὶ ἑτέρῳ ἤχῳ 57 λέγεται"8. Karl? λοιπὸν δεικνύω 


cov, ὅτι συμψάλλεταιδ!. 


. Ρ: δ᾽ ἀποδείξω V: δεῖξαι 99. P: Ὁ πλ. β᾿ ὡς V: ‘O γὰρ πλάγιος B ΄ ὡς 
4” ΥΣ in loco μέσος BOY ψάλλεται dat ψάλλεται μετὰ τοῦ β΄ “1. Vv: non habet 
42 Ps καὶ ETEPOG ὁμοίως V: non habet 45. γ: τἄλλα =“ γ: πορά . V: τοῦ κυρίου 
καὶ τοῦ : κυρίου 47 γι; τοῦ Δαμασκηνοῦ non habet ay: περὶ γάρ 

9 P, V non continent ὅσα - Ἰωσὴφ ξξετέϑησαν . P: εἰ V: καὶ εἰ 
: I ΟΡ, Vi δοκιμάσης “2. P: abest - *. Υ: οὐκ εἰσάξουσιν 9. Ρ: μὴ εκτεϑεῖναι ἐξ 
αὐτῶν. Ὁ πλ. δ΄ ΄Υ: μὴ ἐκτεϑῆναι εξ αὐτὸς 55_y: pro verbis ὡς ἐπὶ τὸ πλεῖστον ὁμοίως 
ἜΣ dat Ὁμοίως καὶ ὁ πλάγιος δ᾽ πλεῖον ψάλλεται μετὰ τοῦ δ΄ , 


V: τό 57 P καὶ ἕτερος ἦχος V: καὶ ἕτερα οὐκ ὀλίγα. ἦ, Υ: abest | 
$9. P: non habet ΟΡ δεικνύα σοι V: ἐδειξά σοι 1 Ps οὐ ψάλλεται 
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50v. ‘Eppnveta! παραλλαγῆς τοῦ Κουκουζέλους, tod τροχοῦ, 


ἀρχὴ τῆς διπλοφωνίας. 
{ , ἢ { ᾿ ᾿ ! ὺ f 3 aA 
ἢ διπλοφωνία ἔχει οὕτως, εἰς τὴν μίαν ἀναβαϊνουσαν’", ξᾶν 
ϑέλῃς εἰπεῖν 
ἑτέρας ἑπτά, ἤτοι πάλιν ἀναβαινούσης", λέγεις ὀκτὼ μετ 
ἐκείνης εἰς τὰς 
δύο λέγεις ἐννέα, εἰς τὰς tpeic® λέγεις Seka, εἰς τὰς πέντε 0 
λέγεις δώδεκα 
5, εἷς τὰς 2 ξξ13 λέγεις δεκατρεῖς, εἰς τὰς ἑπτα 5 λέγεις ἄλλας 
ἑπτά, ἤγουν δεκατέσ-- 
capacl® εἰ δὲ}7 ϑέλεις 8 λέγειν 9 ἴσον, εἰ δὲ τετραπλάσεις20 
λέγεις εἰκοσιοκτώ2]. * 
εἰ δὲ εἴπῃς τριπλασμόνΖ2, λέγεις εἰκοσιμίαν23, ἐὰν 5624 
ψάλληῃς ἰσον μέ- 
λος, ἥτοι ὅσα τύχουσι2 καὶ ἀναῤῥοήσεις διπλασιασμόν, 
λέγεις ἑπτὰ6 φωνάς᾽ 
2 1 « δὰ 27 \ ἤ ἡ f ἤ ‘ ‘28 & 
εἰ δὲ ὑποῤῥεον“’ τὸ μελος εἴπῃς, πάλιν λξεγεις ἐπτὰ “5. ἅμα 


δὲ λέγεις 29 εἰς τὸ ἄρ- 


lk: Ἑρμηνεία — tod τροχοῦ abest 2 Pp: ᾿Αρχὴ τῆς rae non Ace 


ai ἀναβαίνουσιν oh Ale 5.1, ἀναβαινόντων 8p. y 
9 P:t' 101; τέσσαρας P: 5 lL: ἔνδεκα P: τα ' ΤᾺ i, , JP: Ἂν πέντε [P: ε] 
λέγεις δώδεκα [P: 1B |], εἰς τὰς 13 Ῥ; be 14 p. Lye 15. p; ἕω, 6 ᾿ in loco 
λέγεις — Poona gies λέγεις ιδ΄, ἥγουν GAAav ζ΄ 17 Ῥ; abest δ], P: 
ϑέλῃς 141, P: λέγεις {LaP: τοιραπλάσης 21 Ῥ' κῃ | 22 p. τρίπλασμα 


23 P: καὶ 24 . 1.: ἂν δέ Ρ: ἄν μέν L, Ρ: τύχωσι 26 Ρ: 271 ὑπορρέοντα 


2 L, P: non continent λέγεις εἰς τὸ 
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10. 


15. 


ξασϑαι3ῦ τὴν διπλοφωίαν3] ἴσον, εἶτα διπλασμὸν ἑπτὰ 52 
’ 133 ἐς 
φωνάς, καὶ γινονται 
ὀκτώ, ᾿ εἰ δὲ ϑέλεις3" εἰπεῖν εἷς τὴν μίαν ἀναβαίνουσαν, 
καταβαινούσας Agyer® EEF”. 
2 i + ς ͵ ) , v Op ’ Ἢ 
ἐκλείπεται οὖν ἢ μία ἀναβαίνουσα, καὶ γίνονται LOVOV αἱ 
“οὐδέ 38 
νατιουσαι οὐδέποτε 
, \ 39 « 3 Po f ~ o~ a2 ot 40 
ψάλλονται yap"? αἱ ἀνιοῦσαι μετὰ τῶν κατιουσῶν, οὐδε 


[4 ~~ wr 
ait! κατιοῦσαι μετὰ τῶν ἀνιουσ- 


“ 2 Ως ν᾽ ow ~ ~ 
ὧν, ἀλλ ὅπου δ᾽ ἄν τεϑῶσι2 κατιοῦσαι μετὰ τῶν 


> 43 , 2 f 
AViIOVGWV"”, PYELPEL αὕτας. 


ὡσαύτως καὶ εἰς τὰς U0" λέγεις πέντε", καὶ εἰς τὰς τρεῖς 16 
τέσσαρας 7, καὶ 8 εἰς τὰς τέσ- 
σαρας τρεῖς 79, εἰς τὰς πέντε"9 δύο "1, καὶ εἰς τὰς ἔξ52 μίαν, 
‘ 3 \ ‘ \ §3 > 
καὶ εἷς τὰς ἑπτὰ 9 ἴσον. 
254 δὲ a 2 ‘ , , ῇ 4 a §§ 
εἰ εἴπῃς εἰς τὴν μιὰν καταβαινοῦσας λέγεις ξξ, εἰς 
τὰς τέσσαρας τρεῖς, 
εἰς τὰς εἰ 55 δύο Kai?” εἰς τὰς EE μίαν, καὶ εἰς τὰς ἑπτὰ ἴσον, 


εἰ58 δὲ59 πάλιν ἑπτάδθ, 


"Ἢ L: ἀρξεσαι 31. L, P: διπλοφωνίαν λέγεις 32 p. ων" 33 p: abest 34. Ρ. nH 
“". L, P: ϑέλῃης 36, L, P: λέγεις 37 p, Tae 38 L, P: Οὐδέπω γὰρ 39 L, P non 


continent © Pp: οὐ δὲ 41 P: non haber 42 L, P: τεϑῇ 43 L, P in Joco μετὰ τῶν 
ἀνιουσῶν offerunt ἐν ἀνιούσας Ρ:β΄ MP MM Py 47 Pg’ 
48 Pp: abest 49. p: Y | 50 p.g' 51»; B ' 52 p. C 53 p: εἰ 54 P gi — τὰς 


ἑπτὰ ἶσον non habet 5.1: εἰς τὰς δύο, πέντε᾽ εἰς τὰς τρεῖς τέσσαρας᾽ εἰς 
57 L:abest 8. L, P: ἢ 59, L, P non continent ΕΣ 
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OL: πέντε 


ἥ καὶ Sexatecoapac®! , ὡς δύναται ἡ φωνή. εἰ δὲ εἴπῃς 


εἷς τὴν μίαν κατιοῦσαν 
20. ἑτέρας 52 πάλιν κατιούσας λέγεδ3 ὀκτὼδ4 μετ ἑκείνηνδ5", καὶ 
εἰς τὰς δύοδθ ἐννέαδ7, 
εἰς τὰςδ8 τρεῖς59 δέκα 70 ᾿ Kat?! εἰς τὰς τέσσαρας 72 ἕνδεκα 7", 
εἰς τὰς πέντε74 δώδεκα. 7", 
εἰς τὰς 8676 δεκατρεῖς77 καὶ εἰς τάς ἑπτὰ 18 
δεκατέσσαρας 72. “ei δὲ τύχωσιν εἷς 
τὰ πατήματα τῶν φωνῶν τῶν ἁνιουσῶν καὶ κατιουσῶν 
κεντημάτωνϑῦ, λέγε 
τὸν ἀριϑμὸν τῆς διπλοφωνίας, εἰς τὸ πάτημαδ᾽ τῆς φωνῆς, 
οἵας τύχαςϑδ2, λέ- 
25. γεις83 καὶ τὴν φωνὴν τῶν κεντημάτων. ὁ δὲ περισσευμὸς 
λέγεται οὕτως᾽ 
οἷον στιχηρὸν ψάλλεις, ἐὰν ἰσοφωνὴ ἡ ἁρχὴ μετὰ τοῦ 
τέλους, ovdév84 πε- 
ρισσεύει φωνὴ οὐδεμία", οὔτε ἀνιοῦσα, οὔτε κατιοῦσα. εἰ 
δὲ ϑέλειςδδ μετὰ 
τοῦ ἤχου τὴν ἀρχὴν κρατῆσαι, ἐὰν οὐ περισσεύηδ᾽, ἀλλὰ 
μᾶλλον ἔχει ἰσασμόνϑ8͵ 
ὁ ἦχος καὶ τὸ τέλος, εἰσὶν αἱ φωναὶ ἐπίσης καὶ αἱ ἀνιοῦσαι 


189 = dy 
και ΄. κατιοῦσαι, EQAV 


61 p. ιδ' 62 p, ἑτόροις πάλιν κατιούσας abest 63 Pp. λέγες 54 Ps | 

65 P μετ᾽ ἐκείνη 6 μι’ 67 ν. 94’ 8 1 εἰς δὲ τὰς P: καὶ εἰς τὰ 

69 δ 71 72 Ἢ 14 
Py’ 70 ply! . L, P non continent . PIO” Pee: τ΄ P: € 


73 p. iB ' 76 p; ἔν" 7 Ps vy ' 78 p: ° ' PD p.g' 80 1 Pp: κεντήματα. 
3.1. λέγε 841 οὐδί: 85,1, οὐδε μία 
ΟἿ ϑέλης 87. 1. οὐ περισσεύῃ . 1: ἴσας μίαν 89. Ρ: καὶ αἱ 
NG 
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f 77 Gr t 90 . τῇ ar 91 . 
30. δὲ εὕρῃς ὅτι περισσεύσωσι" φωναῖ, ὅσας εἴπῃς", ἵνα 
« 92 ᾿ ; f 
ευρῃς΄“ τὴν ἄρχῆν, 
ae 2 t ” , 93 , 94 x 
ELTE ἀναβαινοῦσας, ELTE KATLOVGAC?? τοσαυτας’" ἔχει 
πλέον, καὶ" οἷον ἐστὶ 


4 i . i ᾿ f 3 \ \ f ‘ N 
TO μέλος κράτει SE πάντοτε APYNV καὶ τέλος, διὰ TO 


συντομώτερον, 
ἀλλὰ καὶ εἰς τὰς παραλλαγάς. 
Y ὅν," ¢ ἍΝ PP ~ [4 \ f 
TO OALYOV μῖα ἡ OFsta μια ἢ πετασϑὴ μῖα 
’ i ͵ A i i \ f 
35. τὸ κούφισμα μῖα TO πελασϑον μία τὰ δυο 


κεντήματα. μία 


51. TO κέντημα καὶ ἡ ὑψιλη τέσσαρες 
ὁ ἀπόστροφος μία οἱ δύο ἀπόστροφοι μία 
ἥ ἀποῤῥοὴ δύο τὸ κρἀτημοῦπόῤῥοον δύο 
τὸ ἐλαφρον δύο καὶ ἡ χαμιλὴ τέσσαρες 


3 ' « ¢ -- 1 ¢ - 
5. Καὶ πρόσχες οὖν, ὅτι αἱ ἀνιοῦσαι φωναὶ ὑποτάσσονται ὑπὸ 
τῶν κατιουσῶν,. 


καὶ κυριεύονται ὑπὸ τοῦ ἴσου οὕτως ὥσπερ ὁρᾶς. 


Φνοοουνφόδυῤφονοσονουσονονθοεοφοοθουνυρσοσοσαρουυδϑδεσσοονπ"»οδπουοροοοφονϑονναον φοροοοονόυνοφοουνοδουφ φο ϑαυσοσδοε 


« . f \ 3 f f ς ᾽ν “ δι ἣ 
10. Οὕτως ὑποτάσσονται τὰ AVLIOVTA σημάδια ὑπὸ τοῦ ἴσου καὶ 
‘ ᾿ = 

LTO TOV 


~ > ¢ f x 4 3 , 
κατιουσῶν ὑποτάσσουσι δὲ καὶ τὰ ἀνιόντα πνεύματα, ἤτοι 


‘ f 
τὸ κέν- 
% ¢ i \ a , t δ ‘ ’ 
τημα καὶ ἢ ψιλη, τὰ ἀνιόντα σώματα, ἥγουν TO ολίγον 
ς f , v a 
τὴν ὀξείαν καὶ τὴν πετασϑήν, ὅταν ἕμπροσϑεν αὐτῶν 


“ By] 4 # « . 
τεϑῶσιν ἢ ὑποκάτω, οὕτως 


90 Ῥ. 


περισσεύοσι WL; εἴπεις % P: ἵνα εὕρῃς non habet 79. L, P: 
καταβαινούσας ΟΡ: τοσαύτως 75.1,; abest P: οἷον καὶ 
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. ͵ ‘ f ; ἢ 
Ομοίως καὶ τὰ κατιόντα πνεύματα ὑποτάσσουσι τὰ 
τούτων σώματα, 


A a f f 5 ᾿ ͵ ti 
TOV ἀπόστροφον AEYW, καὶ τοὺς δῦο συνδέσμους Οὕτως. 


\ as fees ‘ ‘ mw « “ 
Τὸ κρατημοῦὐπόῤῥοον ὑποτάσσεται ὑπὸ τοῦ ὁμαλοῦ καὶ 
3 
γίνεται ἀργο- 
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20. σύνθετον, καὶ ἡ ὑποῤῥοὴ ὑποτάσσεται ὑπὸ τοῦ 
f 
πιάσματος καὶ γίνεται 


σεῖσμα οὕτως. 
ἢ ἀποῤῥοὴ δὲ οὔτε σῶμα ἐστίν, οὔτε πνεῦμα, ἀλλὰ τοῦ 
φάρυγγος 
σύντομος κίνησις εὐήχως καὶ ἐμμελῶς τὴν φωνὴν 
ἀποπτύουσα᾽ διὸ 
φϑορὰ τοῦ πρώτου φϑορὰ 


καὶ μέλος καλεῖται. 
φϑορὰ τοῦ § OP 


25. τοῦ δευτέρου φϑορὰ τοῦ τρίτου 
φϑορὰ τοῦ πλαγίου πρώτου φϑορὰ τοῦ πλαγίου βτοὺ 
φϑορὰ βαρέως φϑορὰ τοῦ νενανώ φϑορὰ 
τοῦ πλαγίου δ᾽Οὺ ἡμίφωνον ἡμίφϑορον 
ἕτερον ἡμίφϑορον λέγεται δὲ παρὰ τοῖς παλαιοῖς καὶ 

30. ὁ ϑεματισμὸς φϑορά, καὶ τὸ ϑέμα ἁπλοῦν καὶ ἡ ἔναρξις. 
Τῶν ὀκτὼ ἤχων τὰ κύρια ὀνόματα. 
‘O πρῶτος λέγεται δώριος ὁ δεύτερος λύδιος ό 

τρίτος 

ὁ τέταρτος μιξολύδιος ὁ TA. a © ὑποδώριος 

ο πλάγιος τοῦ y°Y,Hyovv ὁ βαρὺς 

ὑποφρύγιος 


φρύγιος 
35. ὁ mr. BOY ὑπολύδιος 


~ f 
καὶ ὁ πλάγιος TOD 8 OY ὑπομιξολύδιος 


Sly. 


Saas wees eer tases eRe TOFS ePRHESESFCET HEHEHE KES HT HSRHAASHHHEHHETEHEHHASHEHEHPSTEKHESHSKHSCHHSHE REHEAT P HHO KREH THOT ETH HOS 
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er 


10. 


15 


20. 


Ὃ πρῶτος ὁ δεύτερος ὁ τρίτος ὁ τς 
ὁ πλάγιος τοῦ GOV 6 πλ. B-OV ὃ πλ. Tod YOY, ἥγουν ὃ 
βαρύς. 


καὶ ὁ πλάγιος τοῦ τετάρτου 


nw 3 ᾿ - - a 5 
ὁ μέσος TOD a ©” ἐστὶν ὁ Papds. ὁ μέσος τοῦ B~OY. ἐστὶν ο TA. 


«ς 4 - f ΟῚ ‘ [4 ͵ -“ —OVv 
ὁ μέσος TOD τρίτου EOTLV ὁ πλάγιος TOD α 
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ἔχουσι δὲ καὶ οἱ πλάγιοι τὰς ἀνιοῦσας μέσους, οὺς λέγομεν 


διφώνους. 
ὁ πλάγιος πρώτου ἔχει δίφωνον τοῦ y©Y οὕτως 
4 ~ 
καὶ ὁ πλάγιος τοῦ BOY τὸν τέταρτον 


καὶ ταῦτα μὲν περὶ τούτων ἐστίν, τὸ δὲ μεγάλα σημάδια τὰ 
ἄφωνα, 
ἄτινα λέγονται μεγάλαι ὑποστάσεις᾽ ταῦτα δὲ εἰσὶ μόνον διὰ 
χειρονομίαν κείμενα, καὶ οὐ διὰ φωνήν᾽ ἄφωνα γὰρ εἰσίν 
ἰσον 5. 
παρακλητική “Zo κράτημα (8... διπλή 7 κύλισμα Tryy 
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| 


P * 
25. ἀντικενωκύλισμα Adee τρομικόν τ εξηστρεπτόν | 


τρομικόν σύναγμα τρομικόν ὁμαλοῦ 
τζάκισμα ψηφιστόν ψηφιστὸν σύναγμα 
γοργὸν ἀργόν σταυρὸς ἀντικένωμα 
ὁμαλόν ϑεματισμὸς ἔσω ἕτερος ἔξω 

30. ὑπέγερμα παρακάλεσμα ἕτερον παρακάλεσμα 
ξηρὸν κλάσμα ἀργοσύνϑετον ἕτερον τοῦ ψαλτηρίου 
οὐράνισμα ἀπόδερμα ϑὲς καὶ ἀπόϑες 
ϑέμα ἁπλοῦν χόρευμα ψηφιστοπαρακάλεσμα 
τρομικοπαρακάλεσμα πίασμα σεῖσμα λύγισμα 

35, σύναγμα βαρεῖα καὶ ἔναρξις. 
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Ilepepog 


JI1.41. Tak ΒΟΥ, ThI ΒΗΠΗΙΠΡ, ὍΤΟ [H3-3a] 3THX YeTDIpexX [ΠΥΧΟΒ] B 


MY3bIKQJIBHOM MCKYCCTBe TaKXKe ΥΠΟΜΜΗΔΙΌΤΟΣ ἼΘΤΡΙΡΕ Ayxa, ὁ 
KOTOPBIMH 6osIee NOApOOHO MbI O3HAKOMMMCA Β DaibHeniem!. 
Jipa fyxa [yKa3bIBaloT] Ha BOCXOQAlIMe ΜΗΤΘΡΒΆΠΒΙ, a Ba 
ΠΡΥΓΗ͂Χ - Ha Hucxogsue*. [Cnoso] “qyx" mpoHcxoqHT OT 
"MYHOBEHHA , “WbIxaHnsa". [IpucyrcTBve TbIXaHHA OKUBIIACT TEe- 
no. Tela xe, cofepxaulve B cebe WbIXaHve, ΠΒΗΣΚΥΤΟΣ MW Ha3bi- 
BalotcvH, [HanmpuMep], oOnakamu. Pe3KuM JYHOBCHHeEM BeTpa 
B3MbIMaeTcA Take HM Mope. ΕΠ xe HeT AbIXaHHA, TeJIO 
OCTaeTCH HeENMOMBYXKHbIM. TaKHM OOpa30M 3eM/1A TpeOLIBaeT B 
nokoe. Ecmum Tyan |HaBncaroT] 671M3 3eMIIM, TO MOpe Hecno- 
KOMHO. Tak 4 y YenoBeKa: Kora Tyla B ΤΌΠΟ YeOBeKa TPE BO- 
XKUTCA UW ΜΟΠΡΒΙΤΡΙΒΆΘΤ KeNaHUA, TO [MMeHHO] 610 NPHHMMAaIOTCH 
peleHusa. be3 Hee xe [Teno - JMIUb] Tpyl αὶ ἨΘΠΟΠΒΗΣΚΗΟΟΤΡ. 
AHaJIOTHYHO [MOXKHO ckKa3aTb] O TOHaX HW Ayxax: ΠΥΧΗ 6e3 
TOHOB He yCTaHaBAMBaloTCA, a TOHbI 063 AYXOB HE M3MCHALOTCA. 
A Tellepb, NoxaslyH, Mbl ΠΟΓΟΒΟΡΗ͂Μ O TOHAaX. 

CyllecTByeT ΤΡῊ [OCHOBHBIX] TOHa: MCOH, ONHrOH HU 
anocTpo@, KOTOpble ycTaHaBIMBaloOTCA ΠΡῊ Ayxax M Ha3bi- 
BaloTca [Tak]. ToHaMM Takxe Ha3bIBalOTCA OKCHA, NMeTacTM M 
mpyre [3Haku]. Ho seneqcTBue Toro, ΤΟ OHH [MHOrga] CoKpa- 
WaloT yCTaHOBJIGHHLIM MMH TOH, OHM HE Ha3bIBalOTCH TOHAMH B 
COOCTBEHHOM cCMbicwe. Belb KaxkObIM 3Byk, NMonygaawmni 
YMeHbIMeHHe TOHa, yKe HE ABIACTCH TOHOM B COOCTBEHHOM 
CMbIcIe, a [Ha3bIBaeTca Tak] ΡΆΠΗ yno6cTBa’. Tlostomy my3blI- 
KaHT [IronemeH ΟΥ̓ΚΡΡΙΠ, KaK ΜΒ M3y4WIM y DpeBHHX, TaKune 
ToHa’, TlosqHee no mpasy [OHM ΟΤΆΠΗ ΠΡΗΜΘΗΞΤΒΟΣ] B XHpo- 
HOMHH, [roe] Ha3bIBalOTCA COCTaBHbIMM TOHAaMH, a TakK>Ke Ha- 
3bIBalIOoTcaA He [TOmbKO] TOHaMH, HO ἢ 3HakaMu-. Korga ony 
oOo3HayaloTca [ΠΡῊ nucbMe], TO Ha3bIBaloTCA 3HAKAMM, a Kor- 
a OHM MOWTCH, TO ΗΔ3ΡΙΒΔΙΌΤΟΗ TOHAMM. Mx ΠΟΟΔΒΠΠΙΟΥΤ K πγ- 
XaM WIM 3HakaM. [IpocTbie TOHbI ΠΟΙ ΟΤΒΥΙΟΤ, TO eCTh MpHHH- 
MaloT MHTepBasl, YyCTaHOBJICHHLI4 MMM B COOTBCTCTBHH ς 
xHpoHomMueli®. Korma xe TakMe ΠΥΧΗ He CyHICCTBYWOT, OCTasb- 
Hble TOHbI OCTalOTCA CTaTHYHLIMM [WM] HH OJMH W3 HHX cam ΠΟ 
ce6e He ἩΞΜΘΉΞΟΤΟΣ. Korma xe Cc ἩΜΜΗῊ YyCTaHaBJIMBalIoTca 
YXU, TO OHH H3MCHAIOTCA MW CHOBHO OYMeBIAIOTCA, M60 co- 
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CNMHAIOTCA C WbIXaHHEM, Β6ΠΡ B MPOTHBHOM cylyyae ΤΌΠΟ 663 
bIxXaHWA ἨΜΚΟΙΓΗΔ He SyzeT ΠΒΗΓΆΤΡΟΣ. ToyHo 3aMeyeHo, YTO 
Teno 4“eNoBeKa, KaK MbI CKa3au’ ΒΒΠΠΘ, OOpa3yeTcA 93. 4eTHI- 
pex 9ΠΟΜΘΗΤΟΒ: 2%KHIKOCTH, 36 ΜΠΗ, xonoga u Tena’. ΤΆΚΟΒΟ 
9TO rapMOHMyecKoe [ucKyccTBO] ?. 


JI.41 οὔ. Bonpoc. Ἧτο TaKoe ToH? 


Omeem. ToH - 3TO ΤΟ, MOcpexCTBOM 4ero MBI M0eM HM 003- 
ΠΆΘΜ pacneBHoe 3ByyaHHe. WM wHaye: TOH Ha3blBaeTCA OT "Ha- 
ps>keHuaA", “HaTaruBpannsa"!, OnpenzeneHHbIi TOH BecbMa Mpe- 
ΒΟΟΧΟΠΘΗ. OfHaKO aBalK MOTOBOpHM Hi O Ayxe TOHA. 

Bonpoc. το οὐ ΔΎ ΠΥΧΗ HW TOHBI? 

Omeem. Bocxoysuiue ΠΥΧΗ OTAMYAIOT NO ΒΟΟΧΟΠΣΊΠΟΜΥ DBH- 
XKeCHHIO, HOO OHM ΠΒΗΓΔΙΟΤΟΣ C NOBbILUeHMeM Tronoca. Hucxo- 
aalMe xe |[AyxH OTNMYAIOT] NO ἩΜΟΧΟΠΉΠΙΘΜΥ ABYXKeHHIO ΚΗ 
oOnerueHMio ronoca. Tou xe |Mcnomb3yloT] MO XHpOHOMHH, 
Jero] ποίου WH ΜΞ3ΜΘΗΘΉΜΙΟ HHTepBana. CoOcTBeHHO TOHDbI 
BOCXOJAT αὶ HHCXOAAT NO HHTepBataM He3HayHTeNbHO. OnHako 
cyuian ΒΗΜΜΏΤΘΠΡΗΟ. CocTaBHbie TOHDLI 603 YeTbIpexX AYXOB U 
Tpex OCHOBHbIX TOHOB ΗΜ MOBbIWAaWT, HH MOHMXKaIOT, a 
OCTABIIAIOT [3BYKH| COBeEpLICHHO HENOABYHXKHbIMH. 

Bonpoc. B apeBHocTH npexze Obl χοῦ HIM Μποὺ 

Omeem. Kak ΓΟΒΟΡΗΤ Npopok - uxoc: "ΧΒΆΠΗΤΕ Ero Β 3ByKe 
TpyOnr"*. Beqb ThI ONHOBpeMeHHO 6yeuIb HacTpaMBaTbcs! Ha 
K&aKylO-TO CTHXMpy UW cpa3y Xe 3HaKOMHTBCS C MeJIOCOM CTH- 
XMpbl, KOTOpylo ΠΡΟΠΟΤΟΗΤ ΠΕΤΡ. JI“60 HeuTO uHOoe. Hanpu- 
Mep, Moetcs: “AHaHe aHec™’, - "Hacra spixog [neta] "4. Toi 
[cHayaja] HacTpaWBaelIbcA Ha Tponapb, a 3aTeM ΤΡΙ NOELb 
jero]. Pa3Be MOXHO OyeT 4TO-TO MCIONHMTb, He NOACTaBIAA 
paHbule Mxoca? > 

Bonpoc. OTaMyaeTcA ΠΗ Uxoc OT Mesoca? 

Omeem. Jla, oTmmuaetca. Uxoc ugerT Bnepegqu Menoca. Hu- 
KTO ΗΘ MOXeT BOOOpa3MTb CJiyyali, Kora ΠΡΟΚΠΟ He HacTpan- 
ΒΆΠΜΟΡ» 6b1 mo HemMy, HOo 663 Hxoca He OOpa3yetcn mevoc. 
Μεπος ΠΡΟΜΞΒΟΠΗΤΟΗ͂ OT Hxoca®, 

Bonpoc. Uto-To OTIM4aeT ΠΟΔΠΜ OT MecHH? 

Omeem. Otrnwsaet. [icamm - 9ΤῸ cTpovHad ΜΥΒΡΙΚΆΠΒΗΔΗ 
peuyb, COMpoBoxAaeMadA TapMOHMYHbIM HHTepBasiaMu MHCTpy- 
MeHTa’. Ilostomy M MHcTpyMeHT Jlapuga ΟΒ1Π Ha3BaH "McaTe- 
pHon". IlecHb xe - STO CTpoMHoe rapMOHNYHOe Neuve, μοποη- 
HsaeMoe 6e3 cMAHMA Cc MHCTpyMeHTom®. Vi unaye: "cam - 3TO 
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MY3bIKAJIbHad ΜΟΠΟΠΗΗ, [McMOoNHAeMasv]| B COMpOBOXNeHHH ΜΗ- 
CTPYMeHTa, a MeCHb - 3TO HCHONHEHHe MeOH CO CHOBAMH, 
OCyleCTBISIeMoe yeTaMH"?. 

Bonpoc. Uto-tTo oTnuyaeT "XBany" oT rama? ἰ0 

Omeem. Otnuuaert. "XBasia" noeTcs Ha ΡΆΠΟΟΤΣΙΧ H TOJIbKO ὁ 
YAOBOJIbCTBHeM, u60 “Xpana Bory - cnagocrHas noxpana™!!. 
ΓΗΜΗ >Ke BekeT ΟΠΥΙΠΆΤΟΠΟ K ΒΟΟΠΟΜΜΗΔΗΜΙΟ HW necHe. [loxwa- 
ly, HMCHHO B 3TOM OHH [pa3zMyaloTcsi]. 

Bonpoc. Uto TaKoe ronoc HW KakoBo [ero] nponcxoxneHHe? 

Omeem. Tonoc - 3TO OT3BYK, H@aKOMICHHbIH JbIxXaHHeM, 
ΠΡΟΜΞΒΟΠΗΜΒΙΠ MOCpeaACTBOM HEKOTOPOH rapMOHHH HW COOTBCT- 
cTBylOWero ropna. [CnoBo] ronoc NponcxogHnT oT [BbIPakeHua] 
"cBeT- 3To pa3yM'"!2, μῦο To, 4TO CO3MaeT pa3yM, BbIBOAUT K 


J1.42.  cpeTy. 3Π60.» MbI TOUHO BbIABAAeEM, YTO O3HAYACT DIT Hac 


MeHHe MocpesCTBOM Hxoca HM Mesloca: YTOOb] KaxKAbIA H3 Hac, 
ΠΟΙΟΙΠΗ͂Χ, yCIakKTa Obl NMeHveM Ayly MU ocNaonsn Obl NEHHEM 
HanpsxKeHHe OT uTeHHH. Tak, Bor!, Buda MHOFMX HepaqHBbIx 
joe, HEOXOTHO CKJIOHSIOWIMXCA K ἼΤΘΗΜΙΟ ΠΥΧΟΒΗΡΙΧ HAacTaB- 
NeHuH MU B CHJIyY 3TOTO He ΠΡΗΗΜΜΏΙΟΜΙΗΧ HENPHATHOM ycTa- 
ΠΟΟΤΗ, - H6o [BeskuK] xo4eT BeNaTb AeNo ἡ H30eraTb ycTa- 
NOCTH, - NpeoOpa3soBal peub OaxKeHHOro Jlapnuya, ΟΜΘΙΠ8Β Me- 
ΠΟΙΜῸ C MpOpoyecTBOM Tak, 4TOObI, OYAapOBAHHbIe CTpoH- 
HOCTbIO MeJIOCa, MbI ΒΟΞΙΠΑΠΙΆΠΗ CBSLWJeCHHbIe THMHbI Cc 6osb- 
1UMM YOBONbCTBHeM. Tak Halla NpwMposa COOTBeETCTBYIOLLLUM 
o06pa30M mpHobiulaetca Κα MeCHONeCHHHM HW MeNocaM. Korga 
rpyqHble ΜΠΆΠΘΗΙΒΙ miayyT, To [MecHAMHM|] Ux yOaloKMBaIOT. 
TkayHxH, ἃ TaKxKe 3aMJieebuUbl MW MyTewiecTBeHHHKH NecHo- 
N€HHSIMH OTBIeCKAaWTCA OT esl WH ΤΡΥΠΟΒ, NOCKONbKY ΚΟΙΓΠᾺ 
nylla cyryllaeT MeJIOC, KaxKIbIM MOXeT ΠΟΓῚΘ NEpeHOCHUTh 386ο- 
ΤΡΙ Ηὶ ΤΡΥΠΗΟΟΤΗ. Ho Tak KaK H3-3a Hero [TO €CTb Mesoca] 
Halla Ayla HMeeT CKIOHHOCTb Καὶ pa3Hy31aHHOCTH, TO 4TOG6HI 
3Π816 DYXH,, BBOSILIHe pacnyTHble MecHH, He YHHYTOXKHIM BCE 
[OnaroyecTHe], bor [mpoTrus] Takoro [HH3MeHHOro] yoOBoND- 
CTBHA BO3ABMI OMOT MHCTHHHOFO McasimMa, NOTOMY 4TO [Kora] 
ΘΙῸ MOIOT, TO ΟΠΗΟΒΡΟΜΘΗΗΟ NMOMyyalwT ΥΠΟΒΟΠΡΟΤΒΗΘ ἡ ΠΟΠΡ- 
3γ2, 
Μ eme: "Jina Hac? ΠΟΤΟΜΥ co3gqawT ΤΆΚΗΘ rapMOHH4HBIe 
MeJIOCbI ΠΟΔΠΜΟΒ, YTOOBI MOApocuiMe AeTH WIM BOOGIE Npe- 
ObIBAalOLUMe B MomOZocTH*, Nomarad, YTO ΠΟΙΌΤ, Β AeicTBHTeb- 
HOcTH oG6yyannu [cBou] πγιπη". 
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"O ΜΥΠΡΡΙΪΝ 3ambicen Yuntens’, ycrpouBiero [Tak], 4ToOp! 
MbI OMHOBPeMeHHO ΠΕΠῊ MW ObyyamMch nonesHomy. Tora ἡ 
HacTaBJIeHHA yale 3aneyaTepaloTcA B Ayulax, HOO HacHiib- 
CTBCHHOe y4eHHe He ocTaBseT cleqoB. Menoc xe, ΠΟΙΟΙΠΗΜΟΝ 
c HacnaxDeHHWeM HM BOCTOproM, Oonee HatexXHO 3akila{bIBacT 
[sHaHMa] B Tena wu oywn"® uv npuymMHoxaeT [Mx]. OTo o6bmdHax 
ΠΡΗΉΜΗΔ, OnarofapA ΚΟΤΟΡΟΠ MbI BMecTe C TIpHxATHOCTbIO 
licasiMOB BOCIpHHHMaemM Oby4deHHe. 

KtTo BBeJI y Hac Takoe [HOBUIecTBO], YTOObI HCMOIb3OBaIOCb 
NeHWe ΠΒΥΧ ΡΆ3ΞΠΟΠΒΗΒΙΧ xopos [? | 7. 

Cryluah, yaeHvk! bnaxeHHehwuh apxvenuckon AHTHOXHH 
Mnapuan® nonycrun nexve AByMA xOpaMH ΡΆΠΗ cTpowHoH ἡ 
BeYHO IipeKpacHow Menonun?. PaccTraBiaad ΠΟΙΟΙΠΗ͂Χ ἨΘΠΆΠΘΚΟ 
Upyr OT Apyra ἢ ycTaHaBIMBasl ΧΟΡ B [TaKOM] NopsyKe, OH 

J1.42 οὔ. 3aMbIcnuA MM ΠΡΟΠΠΜΟΔΠ MeTb Tak NpHsTHO WM CTpOHHO, 
YTOObI CHavasia O1Ha H3 YacTeH [xopa] Obwia CNOKOMHA, a 3aTeM 
Kak O6bI MepeHHMaa c ΠΟΔΠΜΟΠΗΒΘΙΗ͂ AbIxaHHe ApyrouH, Ἡ B 
pe3yIbTaTe HH MOWUWHH, ΗΜ ΟΠΥΙΠΔΙΟΙ He OyHyT apematp!, 

Boobie xe [HYXHO MeTb} He ΠΟΟΡΟΠΟΤΒΟΜ Hekoero KpHka, 
Kak Te, KOTOpbie ΠΟΙΟῚ My3biky”. Ecnw xe TbI ΠΟΙ ΟΤΒΗΤΕΠΒΗΟ 
xOTeJ] Obl MeTb B COOTBETCTBHM CO CBOMMH BO3MOXHOCTAMIH?, 
TO He HacH10BaJ1 ObI THI [CBOH ronoc], KaK MHOrHe, Kora OHH 
HCHycKaloT GOeccMBICMeHHble KpHKH WM XaOTHYHBIe ΞΒΥΚΗ. M60 
Torga JOH He MocTuraloT Tocnoga, a 6e3yMcTByloT ἡ OyHcT- 
ByloT. ΠΟΒΤΟΜΥ WM KaHOH [letpa* onpegencHHo [3anpemaer 
Π6ΤΒ] C KPHKOM, H60 KaHOH - 9TO JOCTOAHHE Tex, KTO ero COB- 
MecTHO NloeT-. BoT ΠΟΙΒΜΥ OH He goryckKaeT [KpHka], yrBepx- 
faa cuenyrolnee: “Mb xeraemM, 4uToObl Te, KTO ΗΔΧΟΠΉΤΟΣ B 
60XbHX LlepKBax, ΠΟΠΗ Ο 6orobos3HeEHHOCTbIo ἢ ONaroyecTHeM. 
ΜῈ He ΟΠΟΟΡΗΘΜ cCTpacTbh y4acTByIOWHX [Β NeHHH] K 
GeccMbICJIGHHBIM 3BYKaM HW BbIKpPHKHBaeMbIM BOILIGM’®. M60 
HanucaHo: "He Hacwrylite ecTecTBo cBepx Mepbi"’. ΓΗΜΗΒΙ xe 
bory cneqyeT HCHONHATS Cc ΠΟΠΟΟΔΙΟΙΠΗΜ OnaroroBeHHeM, 4TO- 
6bI Te, KTO 6yneT BOCXBaNATb Tocnoga, [menann 3To] c Onaroro- 
BeHHeM, ΠΟΠΟΟΗΟ TOMY, KaK ΠΡΟΒΟΒΓΠΆΠΙΩΠ CBATOe COBO 
CBeTO" BCeICHHOH, ClaBHbI [cBouMH] 3ΟΠΟΥΡΙΜῊ γοταμμδ, u 
[Kak] aHTenbl] yOexaaloT exeNHEBHO Tex, KTO coOupaeTca B 
ΠΟΡΚΒΗ. 

Bonpoc. ἴο BOSHHKHOBCHHH ἨΧΟΟΟΒ CYIIeCCTBOBaJIM 5ΞΒΥΚΗ 
WIM Kakve-1M60 MesIOchI? 
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Omeem. Menocb! cyulecTBOBYIM, HO ΓΠΥΧΗΘ UW HeECTpOHHE!e, 
ΠΡΗΗΥΣΚΠΔΙΟΠΙΜΘ ecTecTBO K CMIbHOMY KpHky?. Tlocne xe [1x] 
rapMOHHYHOTO COveTaHHA C HXOCaAMH BCe OKa3aJIOCb HACTPpOCHO 
B COOTBETCTBHH C MOpaAKOM, a pe3KHe AMCCOHaHChI ἢ HenpH- 
CTOHHLIC KPHKM OOpesM Mepy H CTpoH. 

Bonpoc. CKoNbKO cyulecTByeT TOHOB HW KaKOBbI MX Ha3Ba- | 
Hus? 

Omeem. CyulecTByeT 15 ToHOB. ἘΘΠῊ xe TbI He NOBHHY- 
elllbCA, TO CNpalllMBaH, CKONLKO KaBaJWIMH UMeeT coBeplieHHasA 
MY3bIKa, H Tbl OYCBHAHO OOHapyxXKMlb Bce 15 [Καβαππμῇἔϊ, 
ΠΟΤΟΜΥ 4TO NO ΔΗΏΠΟΙΜΗ c HHMM cyllecTByeT ἡ 15 TOHOB!®, 
Ha3BaHusl Ke WX Takue. | 

ΠΟΡΒΡΙΪ - ΜΟΟΗ. Kak anbcdpa cpeaqu ΟΥ̓ΚΒ MW Kak 3By4allad 
aba B Hayane ancdaputa, Tak uw ucoH!!. Benab or Hero MBI | 
6epemM HayasIo WH 063 Hero MbI HE MOXKeM ΟΠΡΟΠΘΠΗΤΡ HU BO- 
CXOASLIHH, HA HUCXOZXLIMH ΜΗΤΕΟΡΒΆΠ. OH ἩΘΟΧΟΠΗ͂Μ AIA 3By- 
yYaHWA, COOTBETCTBYIOINero WM paBHoro [npesAbInylemMy]. HM on 
MMeeT HMMEHHO TaKoe 3By4aHHe, OFHAKO He OONIanaeT [MHTep- 
BaJIbBHbIM| HCUMCIICHHeM. 

Hlocayllan, oTyero 3To Tak. [[]otomy 4To] Tako 3ByK 8Π52:- 
eTCA ΟΠΡΟΠΟΠΘΗΗΡΙΜ, H MHaye: eCIM WCOH He CTaBHTCs B 
Hayasle, TO He OOHAapyXKHTb MHTepBasl. TapMOHHYHbIN %Ke 3ByK - 
3TO NIeHHe B COOTBETCTBHH C MeNOAMYeECKHM CTpoeM HM Β 
34BHCMMOCTH OT MoOcIesqOBaTeMbHOCTH MpMoca ΚἈΚ yiopso- 
YeHHO Mojwulerocs Mesoca. 

O6 vicoHe MBI MW BHpedb SyqeM TOBOpHTb. OnHako [cefuac] 
nociyuian HW oO ΟΠΗΓΟΗΘ. 

ONMPOHOM OH Ha3bIBaeTCA 3-38 TOTO, ΤῸ ΟΠΟΒΟ [c onMro- 
HOM] 3By4uT [HeMHoro] ΒΡΠΠῸ HcoHa!, vw sTHM OObACHAeTCA 

1.43. mnmono6Hoe Ha3BaHne. TocpencrBom ommroHa. [Mesoc] 
MATKO pacneBaeTes| Hall HCOHOM2. 

Anoctpod xe TlopopayMBaeT ero 3ByyaHHve [BHU3], Hu [πο- 
3TOMYy] BO3HMKaeT Takoe Ha3BaHHe?. 

CIIOBOM, TaKOBbl HX Ha3BaHHs, To ecTb [Ha3BaHHMaA] Tpex | 
TOHOB, ΚΟΤΟΡΡΙΘ Mb] YHOMAHYIM Mpexle. 

OkcHAH Xe Ha3bipaeTCA TaK M3-3a TOTO, 4YTG OHA O603- 
HayaeTCA ΟΟΤΡΒΙΜ yaapeHHeM‘ H co3maeT BbICOKOe 3ByYaHHe. | 

Iletacru xe [Tak Ha3bIBaeTcs] M3-3a TOTO, 4TO OHA ὄνπτο 
H€KOe pa3BepTbIBaHHe, KOTOpOe paBHOMePpHO oGBONaKHBaeT 
{uro-To]. MHorga oHa pa3BepHyTa BHYTpb, ἃ HHOTa - Hapyxy, 
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ylapsemMad ΟΤΟΙΟΠᾺ HM OTTYMa, KaK BCe ΠΟΠΩΓΆΙΟΤ, BeETPOM OT 
[aBYHxKeHHA| HeKoero ΠΟΙΓΚΟΙῸ Kpbila. WM HbIHe A BOCXBaJISIO 
Tex, KTO 66 TaK Ha3Bal, HOO ΟΠΡΆΒΟΠΠΗΒΟ ee HA3BAIN MeTAacTH. 
Beab Korga ee Halse xUT ΧΗΡΟΗΟΜΗΡΟΒΩΤΡ, TO pykKa, CIOBHO 
ΚΡΒΙΠΟ, BO3HOCHTCA WM B3MaXHBaeT Hapyxy HM BHYTpb?. V3-3a 
9TOTO MY3bIKaHT Η83ΒΆΠ ee netacTH®. 

Ilocnymianv nu o cucmMe. Cucma Ha3bipaeTcs Tak H3-3a TOTO, 
ΤΟ OHA BKIIOYUaeT HNOppon, HOO cCHCMa CTABHTCA NOcpeACTBOM 
ΠΒΥΧ BapHi WH MNMoppon. Ona cofepxUT HMOppoH, CAIOBHO He- 
Koe [nogo6ve] MOJIM HAM YepBAky, H ΠΡῊ 3TOM OHA Ha3bi- 
Baetca cucmoh’. Anoppon xe, σοὺ OHa ycTaHOBeHa [OTIEJIb- 
HO], MMeeT WBe GoHHn. B cucmMe xe OHA HE HMeeT HHTeEpBaa, 
OHHAaKO caMa OHa AoGaBAAeTcaA Καὶ MMacMe, YTOOR! ΟΟΒΟΡΙΠΜΠΔΟΡ 
HeEKasl MOAYJIALLMA XHPOHOMHK, a 3. Obl CKa3a1, H Menoca. Moo 
ΘΟΠ 6bl HNOppou He Hasexkaio XMPOHOMHpoBaTh ΠΗΔΟΜΥ - 
BCJIEHCTBve 4Yero OHA MOTpsicaeT HM NosOpacbiBaeT pyKy, - TO 
OHa CTaBHMylacb Obl, KaK ᾿ΠΟΠΠΗΟΗΔΒ". Tak, HampuMep, A Des1alo 
TIpH MMcbMe: ὦ ὦ - Be OMerM; OMAHA yCTaHaBIMBaeTCA Cc 
MOMOLIbIO AByX v ὃ, ἃ Apyras - NocpescTBom ΠΒΥΧ o οὗ, Kora 
ΚΘ MM MpeACTONT ObITb HANMCAHHLIMH, TO B TOT ΚΘ MOMEHT 51 
NpHIMNCbIBalO CHH3y τ. WM 9 NpOw3HOLy ὦ ὦ, a t ΗΘ MpOH3HOLLy. 
M3-3a 9Toro [HoTa] Ha3biBaeTcs “NognvcHon’. Tak uv nod ABy- 
MSI BapHsMM CTaBHTcs]) HNOppow ΚΩΚ NOAMMCHAA, U MOITOMY 
oHa He NoeTcs?. 

WtTak, mpexae MbI CKa3ayiv, ἍΤΟ cyulecTByeT 15 TOHOB ἡ 
{6onee] He BoMyckaH. OHaKO ΤΡΙ ΓΟΒΟΡΜΙΗΡ, 4TO MO Hac HX 
HacuHTpIBaoch 24. Te, KTO ΟΚΠΔΠΒΙΒΩΠ BMeCTe TOHbI, ΠΥ͂ΧΗ ἡ 
ΠΟΠΥΤΟΗΡΙ, ZoBemH [yHcNo] TOHOB πὸ 24, B COOTBeTCTBHH ὁ 
KONMUeCTBOM 24 ΟΥΚΒ [B al@apuTe], 1H60 24 yacoB B CYTKH. 
Hocnywank: cylectByeT 15 ToHos, 4 ayxa ἡ 5 4yBCTB, a B 
ΠΟΠΟΜ - 24. OaHako, OHO Jeno - TOH, Apyroe - Ayx, a TpeTbe 
- yyscTBo!2, 

Bonpoc. Tlouemy cyllecTByeT ΤΟΙ͂ΡΚΟ 4 Wyxa, a He Gombuie? 

Omeem. TloTomMy 4TO YesOBeK COCTOMT M3 4 3JIEMeCHTOB, ἡ 
ecu 6bI1 OJMH H3 HHX BbIMNAI, TO YeJIOBeCKY HEBO3MOXHO ObLIO 
6bI 2KUTb MW ΠΒΗΓΏΆΤΡΟΙ. M3-3a sToro ΗΜ ODMH U3 YeTHIpex 

JI.43 οὔ. [anemeHTOB] He TepNHT coKpallleHHA, TaK KaK B MpOTHB- 
HOM cylyyae He OOpa3syeTCA COpa3MePHOCTh, MOCKONbKY TOHbI 
ABIAIOTCA TesaMH WM HeEOOXOZMMBI DJIA DYXOB, MOO 663 AYXOB 
TOHbI Oe3fesTebHbI. TO4HO TakxKe 063 TOHOB OCTANTCSI 
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ΗΘΠΟΠΒΗΣΚΗΡΙΜΗ ΠΥ͂ΧΗ. OHM ἩΜΘΙΟΤ [cBoe] 3HaYeHHe MH [CBOH| 
ΜΗΤΟΡΒΆΠΡΙ CQMH ΠΟ cebe, HO [CaMOCTOATesIbHO] He MEHCTBYNT. 
δο πΥχ 6e3 TOHAaA GSecnone3eH HW, NoO3sHaBan Aanee ΠΑΠΆΠΗ- 
yecKylIO HayKy, Tbh] OOHApyKHIWb 9TO, TAK KaK HHKOTMa He 
HaWDeWb HM ΟΠΉΟΓΟ Zyxa 663 H3MeHsAemoro Tonal, 

Hanpumep, 1 ὕΤτο-πηδο now: “Hacta ΒΡιχΧοπ ποτα". 30€Cb Ha 
“cTa" yCTaHOBJICHbI WBa [ayxa]: ΟΠΜῊ - "HNOppeoH” UH Apyron - 
“aHapyH"2, HO, KOHeYHO, He 663 TOHA, TaK KaK 663 HHX”> OHH 
He CMOCOOHDbI yKa3aTb Kakoe-1N60 gekcTBue. ἢ ecnu anocTpod 
He ΠΟΘΆΒΠΘΗ K xamMHnHt, a HNCHAM - Καὶ 3HAYCHHIO OKCHH, TO 
OHH He B COCTOSHMM O6pa30BaTb HHTepBan. A [ΘΠ OBI K 
ΠΥΧΆΜ] OKa3saJIvcb ΠΟΘΆΒΠΘΗΒΙ TOHA, TO ObIIO Obl COOMIOMEHO 
ΠΡΆΒΗΠΟ, racsujee, YTO ΠΥΧΗῊ He CTAaBSATCA 663 TOHOB. ToT xe, 
KTO XOY¥eT YCTAHOBUTb ΠΥΧ 663 TOHA, - COBCpLIeCHHeHIWHMH MyxX- 
NaH WM HeEBeExa. 

OqHaKO AYXM CTABATCH 6€3 TOHOB ΠΡῊ KypucMe ἢ AHTHKe- 
HOME. 

Yenosek HMeeT ΠΗΤΡ UyBCTB. Y 4YeNOBeKa OHM TaKOBBI: 3pe- 
HMe, OOOHSHMe, ΟΠΥΧ, BKyC M OCH3aHvMe, ἃ B NanagqaHyecKOM 
[uckyccTBe] - Κγῴμομα, πϑάκμομᾶ, NapakKNHTHKH, dGTopa ἡ 
TeMa>. 

Ilocne Toro, KaK MbI ΠΟΠΗΟΟΤΒΙῸ ObbSICHHIM COTBOpeHHe 
YeEJIOBEKA, MbI CKA3aJIM Ob] 3aTeEM, ΤῸ YENOBEK HMCeT pyKH ἡ 
HOrM, MH TOYHO TaK Xe - TOHbI. A Kakve xe? CocTaBHble, ΤΟ 
€CTb KpaTHMa, KCHPOH KylacMa, WM aHaOrMYHble [TOHbI], TakoxKe 
ABIAIOULMeCA COCTaBHbIMN. 

Bonpoc. CKoNbKO cylecTByeT 3BydaluHnx® 3HAKOB? 

Omeem. JleBaTb: HCOH, OJIMTOH, OKCHA, NeTacTH, anocTpod, 
KeHOHWMa, MNCMIH, 9ΠΆΦΡΟΗ HW xamusiu. ApyrHe Ke ΞΗΏΚΗ ἡ 
MeNOChI yKa3aHbl npexie’. 

Bonpoc. Kakve 933 HX 3By4aT OAMHAKOBO? ὃ 

Omeem. OMHaKOBO 3ByY4aT ΟΠΉΓΟΗ, OKCHS, NeTactun wn 
ἈΒΟΜΗΔΗῚ KeHIMMa. OHM [ΟΠ ΗΗΏΚΟΒΒΙΪ MO cBoeMy HHTepBary?. 

Bonpoc. Ecru Obl KTO-TO 3aX0TeEN yCTAaHOBHTb B KayecTRe 
OHO3ByUHOrO [3HaKa| BMe€CTO OJIMTOHA OKCHKO, WM60 BMeECTO 
MeTacTH ΟΠΗΓΟΗ, TO ΠΟΠΥΟΤΗΜΟ sn [3TO]? 

Omeem. Mbi cuntTaeM, 4YTO TOT, KTO CTaBHT OHH [3Hak] 
BMecTO Apyroro, MOCTOMH ΠΟΡΜΠΙΔΗΜΗ HM coBeplleHHenuMit 
MyxJIaH. Ilo paBHOMYy 3By¥aHMlo [3TH 3HAKM] CAHHbI, HO ΠΟ 
XHPOHOMHMA OHH OYCHb pa3ziwHb! wexay cob6on. Tot, kro 
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"1.44. ΚΠΆΠΟΤ TEKCT Ha MY3bIKY, ΠΟΠΥΠΆΘΤ ΟΠΟΟΡΘῊΜΘ Torsa, Kor- 
Ma OH YBepeHHO CTaBUT 3HAKM HW ΜΗΤΟΡ ΒΆΠΒῚ ONHOBPECMCHHO C 
XHpOHOMHeH. Ecau xe CTaBHT TOMbKO UHTEPBAIbI, TO OH He 
3ANMCbIBaeT DelicTBHe XMpOHOMHUH. Tak MbI yuuM!. 

Bonpoc. Ecnn Obi τεῦς MpeAcTOANO HAYHHATh CTHXUpy, M60 
apyroe mogoGHoe [necHoneHHe], Κακ ObI ΤΡΙ ΗΔ ΜΗΔΠ HX? 

Omeem. C HacTponkn. 

Bonpoc. ἅτο Takoe HacTponka? 

Omeem. OxparT uxoca. 

Bonpoc. Kak xe TbI HacTpanBaellibca? 

Omeem. “"AHaH3 aHec”. 

Bonpoc. Uto 3To Takoe? 

Omeem. YloxpanbHoe WM BecbMa MNone3sHoe Hayao. HU 
nocaylianh. Tbl yMWBHLIbCs yCTaHOBNeHH!O Takoro Hayasa. 
"AHaH3 aHec’2 xKenaTeNbHO, 60 3510 ᾿ΒΠΆΠΡΙΚΩ waps Heba ΜΗ 
3EMJIM, OTMYCTH HW ΠΡΟΟΤῊ MperpewieHHA MOH, [MH NO3BO/b MHE}] 
BOCHEeBaTb H ΠΡΟΟΠΆΒΠΕΤΡ HepasqenbHoe WapcTBO TBoe ποοτοΐ- 
HbIM FHMHOM'?. 

Bonpoc. Otxyga [wget] Hayao [neHus]? 

Omeem. OT YCOHAa HW Ha HCOHE OHO ΟΠΗ͂ΤΡ 3aBeplwlaeTca, Πο- 
CKOJIbBKy 3TOT 3H&aK HHKOHM O6pa30M He NOAIeEXKHT ΠΡΑΒΗΠΥ. 
Kak roBopsT B rpaMMaTHKe, MepBOOCHOBbI HW MepBo3JIeEMeHTbI 
He cogzepxaT ΠΡΑΒΗΠ. Ho [McoH] He NpwuncsseTcaA ΗΜ K 663- 
HHTeCPBaIbHbIM, HH K HHTeEPpBaIbHbIM [3HaKaM], a [ero] ycTa- 
HaBJIMBaloT KaK HeKylO ΟΠΟΡῪ MW Hayao AIS ΥΚΆΞΔΗΜΗ MYTH, 
YTOODI 3aMeBaIOLMe He CO34aBaIM (ATbWUIMBbIN MeNOC OT Apy- 
TMX 3HAKOB. 

Bonpoc. A cnpawinMBart Tebs, yYeHMK, ec Obi A Hava Ha- 
cTpoiiky OT HE€KOTOpOro 3ΒΥΜΆΠΙΘΓΟ TOHA, TO OTKya ΠΟΙΒΗΠΆΟΡ 
6bl yBEpeHHOCThb, ITO yKa3aHHbI B Hayate MHTepBan [MOXxXHO 
NONY4HTb] OT OMTOHAa, MOO OKcHH, M60 NeTacTH? 

Omeem. BooOule-To HvMOoTKyna. Ho pacc4dnTEIBal Ha yBepeH- 
HOCTb M 3HAHME ΜΥΠΡΡΙΧ. OHM HadHHaIIM HACTPOHKH OT HCOHA, 
MOCKOJIBKy OH SIBJIS€TCH CMMHCTBCHHBIM ΗΔΠΘΊΚΗΡΙΜ OCHOBAa- 
HHeM H [oT Hero HHTepBalibl| WerKO paciipocTpaHswtca Aasiee. 
Tak BOT, 3160} MbI He ΟΥ̓ΠΕΜ YIlyCKaTb BOSMOXHOCTh Ἡ3ΠΟΣΚΗΤΡ 
CyTb Jena, ἃ yCTaHOBMM, ΠΟΣΚΑΠΥΜ, ΤῸ HCOH HAaYHHAeT BCAKOE 
Hayao HacTpoek. McoHom xe, [TO eCTb "PpOBHbIM |, OH OyeT 
Ha3bIBaTEes, [MOTOMY ITO] MOxox Ha DepeBAHHBIM δργυοοκῖ. 

inst Yero Β HAYATe 3ΒΝ ΔΗ 15: HCNOJIb3yeTCA HCOH? 
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Mb otseyaem. Ilotomy ΤῸ Te, KTO ΠΘΡΟΠΆΠΗ HaM ΠΑΠΆΠΗ- 
YeCKOE HCKYCCTBO C APeBHHX BPpCMEH H ΟΠΗΟΔΠΗ HAMMCHO- 
BaHHA 3HAKOB, ΟΠΡΟΠΟΠΗ͂Σ, YTO TOT - HCOH, ZTOT - ΟΠΉΓΟΗ, 


J1.44 οὔ. TOT - OKCHS! WH ΔΗΏΠΟΓΜΜΗΡΙΜ O6pa30M apyrne [3HaKH, HU] 


pacneBasl, He ΜΟΓΠΗῊ He yCTaHOBHTb ΠΡῊ 3ΔῚΜΗΘ 3BY4aLWHK TOH 
HcoHa, [HOO B MpOTHBHOM cayyae] OHH ΠΡΟΜΞΒΟΠΜΠΜ Ob! 
(ΆΠΡΙΠΡ, πηῦο ποτ ΠΗ ΠΕΠΆΠΗ Obl oumMOKy. Beab ΠΕΒ- 
YHH ΘΟΒΘΡΙΠΆΠ ΟΒΙ ΟἸΠΜΟΚΥ, HAYMHAA Wxoc c ONMTOHA WJM 
apyroro ΤΟΗΔ. 

KakKHM Ke 06pa30M HaM 6bIIO BO3MOXHO CO3aTb ero? 

EcaM 6b] OKa3asI0Cb, ΤΟ KTO-TO MbITAaeTCA YCTAHOBHTb, Ka- 
KOH [cylllecTByeT] Β HaYane ONpeNesIeHHbIN 3ByYK, A Obl CKa3at 
emy: "Het ero, HeT. Ho | co3qan ero nocne 3a4uHHa 3apaHee 
YCTAHOBJICHHOH HACTPONKM, NOHMXKAaAACh Ha TPH Moun’. Ho ἡ 
3TO He ObIIO Obl HH HCTHHHbIM, HH HadexHbIM. Hakoueu, 
BHOA, YTO HCOH OON3aTeNeH ΠΡῊῪ ΠΙΌΟΟΜ 3HaKe, OHH ycTaHo- 
BHM €rO BMeCTO ONOpbl, <YTOOLI MMCTb ero B KayecTBe 
3auHHa,>! mw, HaYMHad OT Hero, HCHO MCNONHAIOT MeTpodbo- 
HH, 663 BCHKOM ΞΏΠΜΗΚΜ. 

B TOM MEecTe, re ΗΑ ΜΗΔΘΤΟΙ KaKas-NM60 HacTpolMKa, HCOH 
He CylllecTByeT, XOTHA ero H Ha3bIBalOT COOCTBCEHHbIM HMCHEM - 
ἽΜΟΟΗ". McoHomM xe OH Ha3biBaeTcH Tora, Kora, 3aBepuiasn 
ΜΟΠΟΠΉΘΗΜΘ [HacTpowku], ΜΒῚ HAYHMHACM MeTb OT HCOHA, WH BOT 
ΤΟΙΠΒ OH Ha3biBaeTCH "“paBHbIM' 3BYKY, K HeMY ΠΡΗΜΒΙ- 
KalouleMy. 

Ho ecJiv Thi XOUCLIb, MbI 30€Cb NpoBepuM [STO] NoMOKeHHeE 
M paccKaxkem [cylemyroulee}. 

J[onycTHM, Mbl OCTAHOBMJINCh Nepe, BbICOKUM MeCTOM, 4TO- 
Obl, CKAXKEM, H3MEPHTb ero. 3aTeM MbI ΠΡΗΟΤΆΒΗΠΗ Obl Καὶ HeMy 
JICCTHULLY VU, NODbIMASCh MO CTYMe€HAM JeCTHHUbI, ΓΟΒΟΡΗΜ: 
O0Ha, ABC, TpH, YeTbIpe. JlecTHHIa ycTaHOBIeHa Ha 3eMIe, Ha 
KOTOpOM CTOHM Ηὶ MbI. ORHaKO MbI He HMcyHcAAeM [cTyMeHH] OT 
3TOH MpeBapHTeNbHOH crynmeHH ἢ ocHoBbl. TlocpeactBom 
pa3MbILIIEHHs MbI YCTAHOBMJIM YMCIO BOCXOKHZeEHMH UW cTyne- 
He, OMHAaKO [ΠΟ ΠΆΠΗ 3TO| He OT HpekBapHTeNbHOK CTyNeHH ἡ 
OcHOBLI. Mbl xOqMM MO 3eMJIe, Ha KOTOpOH CTOMM, HO He 
y4NTbiBaem [66]. Mbl ropopuM OfHAa, Be ὶ BIVIOTh HO CeMH, He 
CYUHTa OCHOBbI, HA KOTOPOHM CTOMM. 

B [camom| Hayane HacTpoeK CylecTByeT MMeHHO TaKoii 
HcoH. OH MpeguiecTByeT BCeM HacTpowKaM. Mcou He cyulect- 
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ByeT ΠΡῊ HX 3ΆΠ6ΒΟ, KaK He CyllecTByeT 3€MJIX, Ha KOTOpOU 
yCTaHOBeHa JIECTHHLA. 

Korga ΒΒΟΙΠΠῸ CONHUe, ΗΘ ΚΗ BbIWeWHK [93 Homa] 16πο- 
BeK H3MepAJI WaraMH CBOIO pacnpoctepTylo TeHb, %easi ΠΡΗ 
ee MocpefcTBe y3HaTb ἨἩΔΟΤΥΠἧΑΙΟΜΙΜΗ͂ 4wac. KoHedHO Ke, OTME- 
TMB CBO} TeHb [KaMelIKaMH] HM H3MepHB 66 liaraMH, OH 

J1.45. oGHapyxXW1, 4TO OHa CocTaBAeT 24 wara. MbI ΒΗΠΗΜ, 4TO 
OH OTMETHJ] CBOIO TeHb [KaMeLIKaMH] OT ara, ΠΟΟΠῸ KOTOporo 
OH OCTaHOBWJICA, H He ΠΟΟΤῊΓ KaMellika NocpeACTBOM HMEHHO 
9TOrO iwlara, TaK 4TO MocuuTaB Apyrve [warn], OH He yuell 
ulara, Ha KOTOpoM ocTaHoBmusica. [locKobky ero TeHb CylecT- 
ByeT BCerla ECTECTBEHHO, BbICYNTLIBACMAA ΠΟ 3aKOHY, TO OH He 
3aC4UHThLIBaeT cbyHRaMeHT BO3BexeHHA [TeHU], Mocne KoTOporo 
OH OCTaHOBWJICA WO OTCYeTa ara, a, BbIMNyCKax [ero], Ha3biBal 
[HOMepa llaroB, HauyMHad] OT cnegyiowero [Wara]: OHH, Ba, 
TPH, YeTbIpe, MAT Ηὶ ΒΠΠΟΤΡ ΠΟ 24. 

ΤΆΚΗΜ MHe ΠΡΟΠΟΤΑΒΠΉΘΤΟΗ ἡ MCOH Β ΗΔ ΠΕ HacTpoeK. OH 
γΟΥΤΔΗΔΒΠΗΒΔΆΘΤΟΣ KaK H€KOe ΟΟΗΟΒΔΗΜΘ, HO HE 3ΔΟ ΜΤΡΙΒΆΘΜΟΘ 
C ΠΡΥΓΗΜΗ ΒΟΟΧΟΠΉΠΙΜΜΗ MW HACXOZAWIMMH TOHaMH 843-38 ΤΟΓΟ, 
ὭΤΟ OH CaM ΠΟ cebe He HMeeT COOCTBEHHOTO MHTepBaa. Κο- 
HEYHO Xe, HCOH He ABIACTCS YEM-TO OJHHAKOBbIM [BCerga], HO 
MMeHyeTcH MCOHOM 43-32 TOO, 4TO OH [HMCMoNb3yeTcA] B 
Hayasie HacTpoeK. Ha3biBaeTcaA Ke OH TONbKO COOCTBEHHbIM 
HMeHEeM. 

HakoHell, ΚΩΚΗΜ OH TipegcTBideTcaA HaM? ABAAeTCA ΠῊ OH 
3BY4allMM 3HaKOM HIM Oe33By4YHbIM? ΚΟΗΘΊΗΟ, 3By4allIMM. 
Beab He OyneT NeTbCH ΗΜ THXO, HH ΓΡΟΜΚΟ ΤΟ, 4TO He Mpo- 
W3HOCHTCA ΓΟΠΟΟΟΜ, [Mmpow3HocHMoe] Xe ΓΌΠΟΟΟΜ ABIAeTCA 
ΟἼΘΒΗΠΗΟ 3ByY4allMM. 

Cayman! Wcou cienyeT 40 caMoro 3Haka, TO eCTb ΠΟ HH- 
ΤΟΡΒΆΠΡΗΟΓΟ 3HaKa, a TakKoKe Mepey BOCXOZAWIMMH HM HUCXO- 
ΠΆΙΠΗΜΗ {[3HaKaMH]. Cam [vcoH] - 3ByyalMi uM ἨΘΟΠΥΠΙΘΒ- 
JICHHbIH [3Hak]. 

[ Bonpoc]. Moxa [mpeamwecTByioluMH 3Hak] He MMceT cBoero 
3BY4aHHA, HCOH TakKxKe He HMEECT cBOero 3By"YaHHs? 

{Omeem]. A τοῦθ roBoptO Tak. YTBepxZalOuIMH, YTO HCOH 
He MMeeT ΟΒΟΘΙῸ 3BY4UaHHA, ἃ 3aBHCMT OT BOCXOAAWHX ἡ HH- 
CXOIAUIMX 3HAKOB WM NpMHHMaeT HHTepBall MpeAblyllero 3Ha- 
Ka, ABJIACTCA ΓΠΥΠΙΙΟΜ HW MOJIHbIM HeydeM Tak Xe, KaK MH TOMA, 
Korma yrBepxKaaeT, ἯΤΟ B Haase OH He MMeeT 3ByYaHHS. Econ 
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25 τῷ SS een a eee eee 


6bI OH He ΜΠ B Hayae 3ByYaHHA, TO ΚΩΚῊΜ O6bI O6pa30M MBI 

MOIIM ObI NeTb ero Npexgze [HHTepBaIbHbIX 3HaKOB]? ΚΗ [Kakum 

6b1 O6pa30M MBI ΜΟΙΓΠῊ OnI| NeTh WU UW OTMEPATb OT Hero 

BOCXOZAlIMe ἡ HHCXOZAWIMe HHTepBasibi? Β ReEMCTBUTeEJIbHOCTH ° 
ΚΘ HMCOH - NMepBbIM [3Hak, ABIAIOWMMNca|] COOCTBeEHHO 3By4a- 

IMM c caMoro HaYaa. MW, Kak MbI Mpexye cKa3ayIM, OH HMEeCT 
3By¥aHHe, ΚΟΤΟΡΟΘ OKa3bIBAecTCA CAMBbIM ΠΟΙΠΜΗΗΒΙΜΙ. 

To ΚΘ CaMoe TOBOpHTcA MW O puTMe [ncoHa]. Co6cTBeHHO 
ΓΟΒΟΡΗ, OH He HMeeT [cBoero] 3By"aHHA NO ANMTeNbHOCTH, 
KaK MW OCTaJIbHbile [3Haku]. Korga MbI HauYnHHaeM ΠΕΤΡ, HalpyH- 
Mep, KaKylo-JIM60 CTHXHpy, TO MCOH MpnoOpetaeT 3By4aHNe 
3Haka, |{cTosulero] Nepeq HHM, ἢ ΠΡῊ McMNOMHeEHHH MMEET, 
COOTBETCTBEHHO, TO Xe caMoe 3By4aHve H ΠΒΗΓΆΘΤΟΣ B ero 
PHTME HM cTpoe. 

Bonpoc. Tlouemy Koe-KTO ΓΟΒΟΡΗ͂Ι, YTO HCOH NOAYMHAeT U 
NnoquMHsAeTcs? 

Omeem. YcTaHOBHIIM 3TO TO Hac Te, KTO He ObLI cnocoGbeH 
MOHHMAaTb Ηὶ 3aMeuaTb 4TO-1H60 Gbonbluee. [lostomy MbI XOTHM, 
yTOOLI HX COUMHEHMA He ΠΟΡΟΠΗΟΒΙΒΆΠΗΟΡ. PKesalowlHH xe 
MO3HaTb, 4YTO HMCHHO HallivcaHO B ApeBHOCcTH, Sepa B PpyKH 
ΠΡΘΒΗΜΙ͂ CTpMxHpapb, Bue TO, ΤΟ ΟΜ He Mor cneTb. A 
3Halo, ΤΟ OKCHA MOAYMHAeT NeTacTH, HO A He 3HaW, ἯΤΟ 


.1.45 00.ucoH NoqyMHAeTcA ApyroMy 3Haky. O6 9ΤῸΜ O6yzeT 


CBMUICTEIbCTBOBaTh BMeECTe CO MHOM BCAKHH pa3yMHbIM 4esO- 
BeK, KOTOPbIM OCHOBaTeIbHO 3HAKOM C 3THM TrapMOHHYeCKMM 
[ΠΟΚΚΥΟΟΤΒΟΜ,]. 

Bonpoc. CKaxv MHe paw caMOM ΜΟΤΜΗΒΙ: ΘΟΠΗ WCOH He 
CTaBHTCH Hal OKCMeH HM MetacTu, To [Torga] 3TH CaMble 3By4a- 
1π|6 [3Haku] NOoWYMHsAIOTCA emy? 

Omeem. A 3Hato!, uTo HCOH NOAYHHAeT OKCHIO ἡ lleTactTuw, 
HO 4TO OH NOJYHHACTCA KaKTOMY U3 [STHX] 3HaKOB, - 9TOTO 5431 
He 3Hab. 

[Bonpoc]. 3HadMT, UCOH NOAYHHAeTCA ΚΑΚΗΜ- ἩΜΟΥΠΡ [3Ha- 
Kam]? 

[Omeem]. KonewHo, HeT. Hekotopbie ropopat, [το oH 
NOJYMHAeCTCH TObKO] OKcMH, HO [Takoe] yrBepxoeHve He 
BepHo. Tak HalvcaHo caMbIMM JpeBHHMH. OHM Halvcann 
MCOH, a Had HMM OKcHW. He3HaloliMe xe ΓΟΒΟΡΗΠΗ, YTO OKCHH 
ΠΟΠΎΜΗΞΘΥ MCOH, YTO HEBO3MOXHO. Beh coOcTBeHHO HCOH 6y- 
ΠΟΤ N€ThCA C ΠΡΥΓΗΜΗ 3HaKaMNH, KaK HCOH, [ΗΠ ΠΡΗΜΕΡ, MoerT- 
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ca] B CO€MHEHHM c ΟΠΗΓΟΗΟΜΖ HW BMecTe C ΗΜ. Oxcua xe 
{MoeTCA B COe€MHHEHHM C HCOHOM| H3-3a ΧΗΡΟΗΟΜΜΗ. UV ΘΠ 
9TO TaK, TO [HcOH|] He NOAYMHAeTCA, Kak ΠΡΟΠΠΟΠΆΓΔΙΟΤ MHO- 
rue, HOO NOAYWHEeHUe - 3TO OTCYTCTBHE O3ByYNBAHHA?. [Koraa] 
Ke OKCHA ΠΟΜΘΙΠΆΘΤΟΗ Ha HWCOHOM, TOBOpHTb, TO [OH 
NOoAYMHAeTCA eh], - coBepllieHHoOe HeBexecTBO. Torga HCOH He 
NOJYMHACTCA OKCHH, a TpedyeT cBoero MesOca’. 

| Bonpoc|. HakoHell, pa3Be MOXeLUb TbI ΠΡΟΠΘΜΟΗΟΤΡΗΡΟ- 
BaTb MHeE NOMYHHEHHbIN MCOH? 

[Omeem]. το coBeplicHHO HeBO3MOXHO. Beab A ΠΟΚΑΒΩΠ 
τοῦθ, ΤΟ OH HE OTHOCHTCA HH K Kako [rpynne] 3HaKOB - HH 
K BOCXOZHUIMM, HH Καὶ HHcxogauiHM. MW papa Tak OyoeM ΜΠΤῊ 
nanee. 

<VWicon>, Κοτορβιῇϊ Ha3biBaetca μ΄ μομ δ, πρυγοΐ [ucon]’, 
ΟΠΉΓΟΗ, KOTOpbIii [Ha3bIBaeTca] Η "HeS6onbwoi">, ΚρΑΤΗΜΟΚΑ- 
TaBacMa, ΚΟΤΟΡΆΞΚ Ha3bIBaeTCAH WM ΚΡΑΤΗΜΟΜΠΟΡΡΟΟῊ HIM Kpa- 
THMa BMecTe C ΠΟΡΟΗ͂, ApyroK [3HaK KpaTHMOKaTaBacMbI], 
WHOM MW Apyrol?, KydbucMa, Κρατημοκυῴμομδ, BapHsA BMecTe ὁ 
ΚΜΠΠΗ, Opyraa [BapnHsa| BMecTe c OKCHeH, aNocTpod, KOTOpbIn 
Ha3bIBaeTCA HW "BpaLllaloulHA', 9ΠΆΦΡΟΗ, KOTOPbIM Ha3bIBaeTcA 
u "3nampn"!9, anogepMa M ΧΆΜΗΠΗ, KOTOpad Ha3blBaeTcaA ἡ 
xaMWioH!!, ypaHucMa, apyrow [3HakK ypaHvcMb]], HHO HW Opy- 
row, M ee nHaye!2, KcHpoH, “pyro [BapwaHT 3Haka] - KCH- 
pOH KJIacMa, xopeBMa, Apyrow |3HaK WIA xXOpeBMbI], ΠΗΔΟΜΆ, 
CHCMa, aHamlaBMa, aHacTaMa, aHaTpHxXHcMa, CTaBpoc, Tec Ke 
anoTec, TEMaTHCMOc 300, Apyrou [TeMaTHcMoc] 9Kco, KOTOpBIM 
Ha3biBaeTCA H GTOPpOH, AapMoc, OMaIOH, 3MerepMa, KOTOpasl 
Ha3bIBaeTCA ἡ CHHarMOH, MemsacToH, Apyrov [nMesacTou], Tpo- 
ΜΗΚΟΗ, pyroH [TpOMHKOH] - 93KCTpelTOH, KOTOpbIi Ha3bI- 
paeTCA WM TpOMHKOH, a MHaye - WM oMasioH!>, napakazecma, 
NapaKJIMTHKH, aproH KaTaBacMa, ΠΟΗΦΜΟΤΟΗ, Apyron [ncu@uc- 
ΤΟῊ] uw wuaye!4, cuHaecMoc, MMrvcMa, XepeTHCMoc, Apyroi 
Xe€peTHCMOC WIM TeMa aruiyH>. 


Jipyroe o0bsacHenne. 


JipyrMe pa3ivuHble ΧΗΡΟΗΟΜΜῊ [nposBIAloTcA] B xupo- 
ἨΟΜΜῊ [3HakoB] M B MX Ha3sBaHHsax!>, KoTOpble MooYyepeqHoO 
NepeyHCJIAIOT MacTepa, KaK HM MOKaxKeTCA ΠΡΩΒΗΠΡΗΡΙΜ, HO, 
WaBHbIM OOpa30M, B 3aBHCHMOCTH OT Toro, KaK OHH BbIyIMJIM 
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Se ὁ ὁὃ9 πΛ ὲὯϑὃ-ὗ- ὁ ὃϑὃϑθ ζἑξὼῖ᾽᾿᾽᾿᾽ ΛἝΟὃ 


WIM Kak 93TO ycTponn bor B Kaxkgom cyyyae. WM onn 
3alIMCbIBalOT HX TakKoKe, KaK A B CoeqvHeHHAX!© 3HakoB. Korma 
xe ΜΗ CTasIW M3BpallaTbcA XHPOHOMMU [3HAKOB] ἡ UX Ha3Ba- 
HUA, TO OHH OKa3aiucb ΓΠΥΠΗΆΜΜ. A MOory FOBOpHTb, KaK ἡ 
OHH, HO ΗΒ HYXKHO Tak [MoctTynaTb], NOTOMy ἯΤΟ cylllecTByeT 
MHOrO ΟΟΘΙΜΗΘΗΜΗ͂ 3HaKOB. OHaKO He CileayeT NepeyHCAATh 
UX Ha3BaHHs, HOO He BCe OAMHAKOBO Ha3biBaloT [HX]. 

| Bonpoc|. Tlouemy xe? 

[Omeem]}. [loromy 4uTo He coxpaHWnacbh KHura "TlanaguKn", 
M60 OHA Oba COKKEHA HEYECTHBbIM ΠΡΟΜ I[ITonemeem Ilep- 
BbIM, PaBHO KaK HM Apyrve MY3bIKaJIbHble ἢ ΠΡΟΜ 3aMe4a- 
TeJIbHbIe ΚΗΗΓ͵ΓΗ. W3-3a sTOrO BCe OKAa3aINCb ΠΗΙΠΘΗΗΒΙΜΗῊ KHH- 
ΓΗ “Tlanaguku", s| noapa3syMeBalo [KHHTy o NanaqMyecKon] 
My3bIKke. Ho Tak KaK ΠΙΌΠΗ He MOTyT KakK-1M60 ΜΗ8 6 ΟΠΏΆΒΗΤΡ 
bora, [To ecTb 663 My3bIKM], OHH Μ3ΠΗΜΙΠῊΘ yBIeKIMCh THMNMAa- 
HaMH, aBslocaMNW, KHdapaMu - ΠΟΠΡΟΟΤΥ roBpops, BCAYeCKMMH 
3a6aBaMH, - HW He ΧΟΠΗΠΗ B UepKoBb!’, To cBaTbie - Moann JIa- 
MacKHH (a ΠΟ Hero WoaHH XpHcocToM) ἡ CBATOH MOST 


JI.46. Kocsma [Mairomcxnit] - yapenui tons! nv 3Hakn as 


MaMsATH? HW ΟΠΆΒΒΙ Boxbeli WH ΠΕΡΚΒΗ, co34aB TpexcocTaBHyto 
mpoconMio? 3sByyalero Mesloca WIM MHCTpyMeHTa*: BO-MepBBIX, 
OHH 3HAKOMMJINV YYCHHKOB C MeJIYprMei pa3yMa, BO-BTOPbIX, Co 
3HayeHHem [KkaxKooro] ToHa (OHM cieqyioT [MM] ἢ ΠΟΙΟῚ [πο 
HMM] ), B-TpeTbHX, OHH ΠΡΗΟΟΒΟΚΥΠΗΠΗ MpekpacHo Mcnon- 
HAeMyIO XHpOHOMH. Utak, ΤΡῊ [STana co3qaHHA NecHo-ne- 
HHA]: ΠΟΡΒΡΒΙΪ MopoxsaeT yM, [BTOpow] H3MaeT ΓΡΥΠΡ, a [Tpe- 
THK] - pyKa o6o03HayaeT [3HakKH] MW NOApaxaeT [uM]. 

OTH CaMble ΘΟΘΠΜΗΘΗΜΗ [3HaKOB] 3amMcaHbl WH HaMH, ἡ 
ApyrMMM Tak, UTOOb! HaYMHalOWIMe Mpvobpetamm HayanbHyto 
NOAFOTOBKY. 3aTeM OHH ΠΟΚΠΑΜΜΡΥΟΤ ἡ ΠΟΙῸΤ [3HakH], a 
NOTOM Mayr WM gatee. HekoTopble 3aNWcblIpaloT ΚΡΆΤΗΜΟ- 
KaTaBacMy, BTOpble - HHOe COeAMHeEHHe 3HAKOB C W3aKHCMAaAMN 
M CTpaHTHCMaMM, TpeTbH - Apyroe coequHeHuve [00 3HaKom|] 
rOppMOH UM HHOE - C ONPOKHHYTLIM [TOppMOHOM], YeTBeprpie - 
C MaproHOM TpeMyJIMKOHOM, a ΠΟΠΡΟΟΤΥ ropopa, [oHM 3ann- 
CbIBaloT] MHOrMe HaMMeHOBaHHA, KOTOpble Ha3biBaloT Β COoeqH- 
H€HHH 3HakKOB, He NOHMMAas, ITO BEPHO. 

OnHako MHOFOcOBHe ΠΡΗΒΟΠῊΤ K pa3qpaxKcHHlo>, a MBI He 
NepeHocuM MpeHeOpexeHHs| HadMHAaIOIUHMX K cebe. A 6ObI mor 
HalWcaTb MHOXE€CTBO COCAMHCHHH 3HaKOB, πμῃδο Χῃροηομμῇ, 
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ie 


| 


HO Y¥TOObI [M36exKaTb| pasapakKeHHA HaynHalolsnx u [Hx] npe- 
CbILUCHHOCTH GONbIIHM KOJIM4YECTBOM 3HaKOB, 3 ΗΆΠΗΟΔΠ ΠΗΠῚΡ 
9510 ΗΘΟΟΠΡΙΠΟΘ NOACHeHHe. 

Bonpoc. OTKyia ΠΡΟΜΟΧΟΠΉΤ TOHbI UW Ξ3η2ΚΗ7) 

Omeem. 3 rpaMMaTHKM: paccedeHHav A cO3aeT OKCHIO ἡ 
BapH1w®, A co3naeT HcoH’, pacceyeHHad © - ONMMOH ἡ 9παῷ- 
pou®, u apyrve [3HaKH co3qaloTca] ΠΟΠΟΘΉΡΙΜ O6pa3soM. 


TOHbI C MeOCOM?. 


. . ' + . > . . . 


TakoBbi 3TH TOHDI. Ho OHM Ha3bIBaloTcH ἢ MesIocaMyH, [60 ΠῊ 
COBMeLUAalWT B cebe] TpH MpH3HaKa: Tena, W300paxeHHA ἡ 
3Ha4eHHGA, To ecTb [ecnv OHM] ΞΒυ απο 3HaKH!®, 

Bonpoc. Kak Ha3biBaloTcdA TOHb! αὶ MemocbI? Kak Ha3bIBa- 
}OTCH Tesla, H306paxeHHs WM 3HayYeHHA? KakoBo OTIMYMe Kax- 
moro H3 3HaKOB? Kak oHH OObscHaIoTCA? [UTo] Ha3biBaeTca 
HCOHOM? IIo Kakow npuyMHe [OH Tak Ha3biBaeTcs|? H3 yero 
BO3HHK HMcoH? ἯΤΟ Takoe ΟΠΉΓΟῊ M Ayre 3Hakn? 

Omeem. ΤΟΗΆΜΗ OHM Ha3biBaloTcd W3-3a TOTO, ἯΤΟ 6e3 Ta- 
KHX 3BYY¥al[MX TOHOB He MowtTcs Mesocbl. Menocamu xe [OHM 
Ha3bIBaloTcsa] NOTOMY, Το M3 3THX TOHOB MOUy4aIOTCH MEJIOCHI. 
3HaKaMH Xe - NOTOMY, ΤῸ OHM OOO3HaYaIOTCH 3HaKaMH, Η 
[mocpeACTBOM Hx] THI ΟΟ3ΠΆ61ΠΡ MHTepBasIbI M ΜΕΠΟΟΡΙ. 3HaKa- 
MH OHH Ha3biBalkoTcd, Kora ΠΗΙΠΥΤΟΣ, a TOHAMM - Kkorga 
ΠΟΙΌΤΟΣ. Ooulee Ha3BaHHe ΠΙΣΙ ΗΗΧ - 3HaKH. OWHAaKO Jyyle 


J1.46 οὔ. ux cyleqyeT Ha3bIBATh 3HAUKAMH. TesaMH Xe OHM Ha3bIBa- 


JOTCA MOTOMY, 4TO Ge3 9ΤῊΧ 3ByYalHXx [TOHOB] Η Tes He ΠΒΗΓΆ- 
OTCA HH Oe33By¥Hble Tena, ΗΜ 3ByYalliMe Tella, KpoMe 6e3- 
3BYUHbIX Tes!, 

V300paxeHusMu Xe ἩΜΘΗΨΙΌΤΟΣ ΤΡῊ Takux [3Haka]: nena- 
CTOH, KydvcMa WM KpaTMMOKaTaBacMa, ΠΟΤΟΜΥ 4TO [nNocpen- 
CTBOM Ux] Th H300paxkaellib XMPOHOMHW, KOTOpyto [NonyyaroT] 
H3 COCTABHBIX TOHOB, TO e€CTb 6oyee CNOKHO M300paxKeHHoe 
[coeqHHeHue] Apyrux 3ΒΥΠΔΙΠΗΧ 3HaKOB?. 

3HaYeHHAMH Ke [OHM Ha3blBaloTcs| ΠΟΤΟΜΥ, 4TO 6e3 3THX 
3HaYeCHHM He ΠΟΟΤΗΓΆΘΤΟΣ CMBICM Menoca?, 
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B Hayane | HaMepeBaJicaA HaTb OObACHeEHHe BCeX 3HAKOB, HO 
W3- 38 HeJOcTaTKa BPpeMeHH HU OTCYTCTBHA CNOKOMCTBHA A OT- 
6pocu Bce OObACHEHHA, H He ynpeKalite MeHa [3a STO}. 

Bonpoc. Vi3-3a vero [OHM Ha3blBaloTca] 3HaKaMH? 

Omeem. V3-3a Toro, ΤΟ OHH OTMeYyaloTcA Ha GyMare H Ππο- 
PC4HCIAIOTCH B YKa3aHHOM KoJIMYECTBe. CylllecTBYIOT 6E3-3By4- 
HbI¢ TOHBI*. OHH Ha3bIBAlOTCA 3HayYKaMM, 3HaKaMM, TeJIaMu ἢ 
3HaYeCHHAMH. OHM ABJIAIOTCA WM COCTAaBHbIMM TOHAMH HW Ha3biBa- 
IOTCH TakoKe COeCHHECHHAMM, coyeTaHHAMH, CIJICETeHHAMH, 
H306paxkeHHAMH, TeslaMH, CIIEMVICHHAMH HW 3HaYeHHAMH, JIHG6O 
6e33BYYHbIMM 3Ha4KaMH, ἃ TakKxKe WH 3HaKaMH: <HCOH>, ΠΗΠΠΗ. 
KpaTHMa, KpaTHMOKy@HcMa, amoflepMa, aHTHKeHOMa, TPOMIH- 
KOH C ΟΜΗΔΓΜΟΜ, Apyroh TpOMHKOH - TPOMHKOH Cc TICH@H- 
CTHHOM, APyrou TPOMHKOH - C ΠΟΜΦΜΟΥΜΗΟΜ MW OMAJIOHOM. 
KMJIMcMa, Apyran [ΚΗΠΗΟΜΑ] - €aHTHKCEHOKMIMCMa, NCH@MCTOH. 
apyrow {[mcudvcToH|] c OMasIOHOM HM MapaKayiecMOHM, a Tak>Ke 
KCHpOH C OM@IOHOM, TPOMHKOH C OMaJIOHOM, CHHarMa, Tpo- 
MHKOH C CHHarMow MW 9ΠΟΙΘΡΜΟΙ, CHcMa, MWMacMa, KCHDOH. 
KCHpOH C OMQ@JIOHOM, KpaTHMOMMOppoKaTaBOaHacTaMa, WHWaMe- 
PHCMOC, 9MerepMa, MapaKIHTHKH, NapakayiecMa, Apyraa [Mmapa- 
KanlecMa], ΞΘΚΤΡΘΠΤΟΗ, Apyrad MapakayiecMa, d@Topa, Mpyras 
@Topa, KpaTMMOKaBaTpOMHKOMNOppooH>, HWMaproH Tpemy- 
JIMKOH, 03aKMcMa. 


JIpyroe oObacHeHne Toro Ke apTopa® 


Cpeqv 3THX Oe33ByUHbIX HW 3By¥alIMx [3HaKOB] CyWeCTByIOT 
ΤΡῊ KpaTHMbI. AcHO, 4uTO OobUlad KpaTHMa HMeeT NepByw 
QIMTCAbHOCTb, ΠΗΠΠΗ - Bropyli, a ABOMHOH anocTpod - 
TpeTbwb. IlepByl0 ΠΠΗΤΕΠΡΗΟΟΤΡ MMEeeT ἢ OH. [TO CCT ΠπΒοβηοή 
anocTpod], HO TONbKO ΠΡῊ ἩΜΟΧΟΠΗΙΠΗΧ ΜΗΤΘΡΒΆΠΕΧ, ΠΟΤΟΜ' 
ΤΟ ΠΗ͂ΠΠΗ  δΟΠΡΙΠΔΣ ΚΡΆΤΗΜΆ γΟΤΔΗΔΒΠΗΒΔΙΌΤΟΣΙ pH BOcxo- 
ΠΉΙΠΗΧ Η' ἩΜΟΧΟΠΗΙΠΗΧ WHTepBanax. ΑΗΔΠΟΓΜΊΗΡΙΜ OOpa3o. 
HCTIONb3yeTCA ΠΒΟΪΉΟ alocTpod@, HO ΤΟΠΡΚΟ IPH HUCxXoA SY 
[HHTepBasiax}] [losToMy OH CaM Takxe MMeeT NepBytO ΠΠΜΤΕΠΡ- 
HOCTb, TO eCTb NepByto KpaTHMy. Moo ecm AMNAIM M ΘΟ ΠΙᾺ) 
KpaTHMy MpHxogWoch BCTpeyaTb Ha 000M MecTe ἢ [npH 
ΠΙΟΟΟΜ] TOHeE ΠΡῊ HMCXOAAWIMX MHTepBaiax, NMOMOGHO TOMY, 
KaK OHH CTaBATCA HW ΠΡῊ BOCXOZAMINX HHTeEpBAIaX, TO ΠΒΟΜΗοἤ 
anlocTpod He cTaBMicit Obl ΠΡῊ HUCXOAAWMX MHTepBanax 
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[rombKO] 3-38 ΠΠΗΤΟΠΒΗΟΟΤΗ. Ecnu Obl Taka AJIMTeIbHOCTb 
cofepxKasla Ba HHTepBala, TO OHA He Oba Obl ANHTeNb- 
HocTbio. TlosTomy ToT, KTO anocTpodupyeT, wMeeT [πΒ88] HH- 
TepBayla, a anocTpod - OAMH, HW ABOHHOK [anocTpod HMecT| 
ΟΠΜῊ [HHTepBan] 7. 

CyilecTByeT 4eTHIpe Ayxa. 

Bonpoc. το Takoe πυχϑ 

Omeem. OH Ha3biBaeTcs! ΠΥΧΟΜ, MOCKOJIbKy BCSIKMH yx 
G6bICTpO BCe HanpassiaeT Καὶ W3MeHHeT. B MucaHnn [cnoBo} “nyx" 
ynoTpeOjisetcaA B “eTbIPeX SHAYCHHMSX: Myx - CBATOM, yx - 
aHreyl, ΠΥ͂Χ - BeTep, ΠΥΧ - AbABOI, paspyluawulHMh {[cBoum] BbI- 
COKOMepHeM aHTreybcKHH nopagok. ἤηοιπα HW pa3syM Ha3biBa- 
eTCH ΠΥΧΟΜ, HW BCe HEco3sepllaeMoe TaKXKe ABIAETCA ΠΥΧΟΜ. ΤΟ 
ObIIO HaMmMcaHo Npexue. 

CyluectTByeT NATb 4YBCTB, HW [3HaKM] KaK OyoTO HMEWT 4yB- 
CTBA. 

Cpelv KpaTHM HeKOTOpylWO YacTHUHYIO DIMTeJIbHOCTD B 


"1.47. [COOTBeETCTBYIOLUHX|] MecTax [MomyyaeT] ἡ A3aKHcMa. Ky- 


32* 


dbucmMa [Takxe] HMeecT CBOM MECTa. 

Kycbuicma - 3TO HeYyTO JIerKoe HW B ΧΗΡΟΗΟΜΜΗ, Ηὶ Β Menoce!. 

J[3aKHCMa Xe, COMacHO CBOeMy Ha3BaHHW, NOHEMHOTY pac- 
KPbIBaeT Matbl{bI PYKM, TO €CTb HECKOJIbKO paccekaeT [ΒΟ3ΠΥΧΡ], 
NOHeEMHOry yAapseT [ero Μ] 3anepxuBaeTcs. [losTomMy oHa Ha- 
3bIBACTCSI 3AKHCMOH?. 

IlapaknMTHKH Takxe [qeMcTByeT] commacHO CBOeMy Ha3Ba- 
Huw. [lapakIHTHKH - 9TO May UW καποῦα ee Menoca, [KOTOpbIN 
CHOBHO) W1aueT, MpH3biBaeT, M1ayeT YMOJIAA WU ΗΏΒΞΡΡΙΠ [Προ- 
nepaeT] ee οποβα. W3-3a sToro ona HasbipaeTcA mapakiH- 
THKH4. 

@MtTopa - WH oHa [AeHcTByeT] cormacHoO CBOeMy Ha3BaHHhW, 
u60 ΚΟΙΠΩ KTO-TO ΠΟΟΤ HW NponsHocntT [ee] MeNoc, TO ΟΗΔ KaK 
Ομ] B CaMOM Jene mpucytcTByeT-. ToT, KTO ΠΟΣΚΘΠΔΠ co3qaTb 
MOLYIAUMIO Mesloca, H3MeHseT [ero] Ha TpH ΦΟΗΗ, πηῦο Ha 
MHOTO, πῆδο Ha ΟΠΗΥ, [HO] Tak, 6yaqTO OH cO3faceT HayaIbHbIi 
Menoc. [Torga] NpexHHH Menoc pa3pyuiaeTcA, H NOSTOMYy OHA 
Ha3blBaeTcA @Topon. Obo3HayaeTcA OHa CBOMM H300paxeHHeM 
TaK, UTOObI y3HABAJICA pa3spyllaeMbIW MeJIOC. 

ΤΟΊΗΟ Tak xe HW TeMa. Korma KTO-TO 3a60THTCA, YTOObI OHA 
XMPOHOMHpoBaslach MO OMHOM ΧΗΡΟΗΟΜΗΜ, ΠΟ pykKe, πηΗῦο πο 
TeMe ΠΠΥΉ. TOF Thi ΠΗΙΠΘΗῊΙΡ M306paxeHHe TeMbI HM [oDKeH] 
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OOO03HAYHTL 66 TaK, YTOOb! NPOXHPOHOMUpOBaTb CBOeH pyKoli 
ΠΡΟΟΤΟ, HOCTHrad OWlyWeHHA MepBoocHoBbl. IlostoMy OHa U 
Ha3bIBaeTCH TEMOM, HOO OHA - MpocToe coeqWMHeHHe, TO eCTb 
ΠΡΟΟΤΑΣ ΧΗΡΟΗΟΜΉΣΟ. 

<3aTeM ΗΔ ΜΗΔΙΟΤΟΙ ΞΒΥΚΗΡ 

Bonpoc. CKoNbKO ΟΥ̓ΠΙΘΟΤΒΥΘΤ 3BYKCB? 

Omeem. CemMb 3BYKOB. 

Bonpoc. Tlouemy cyljecTByeT CeMb 3BYKOB? 

Omeem. B nogpaxaHve CeMH 3Be30HbIM ΠΠΒΗΘΤΩΜ He6a, 
CeMHM BeKaM M Boobie - 3aMe4uaTenbHOH Cenbmuue®. Bmecte 
6 C PABEHCTBOM, TO e€CTb C HCOHOM, [Hx] cylllecTByeT BOCEMb. 

| Bonpoc|. Kak? 

[| Omeem]|. Tlocnyinaw. To, c vero MpegcTonT HaYMHAaTb U 
ONHOBPeMeHHO MpOH3HOCHTb 3BYK, - 3TO HCOH. M BOT TBI 
UMeellib OHH [3ByK], ἃ BMecTe C HMM ThI NPOM3HOCHLIb ἡ 
IpyrMe ceMb, ἃ BCeTO - BOCeMb’. 

Bonpoc. UTo Takoe rojioc Ἡ KaKOBa elo 3STHMOJIOTHA? 

Omeem. Yonoc - 3TO OT3BYK AbIXaHiA, COxpaHeHHOTO πο- 
CpeMCTBOM HeKOeH ΠΡΟΜΞΒΟΠΗΜΟΙ TapMOHHN HV Hawiexkallero 
ropna. [CaoBo] "“ronoc"” mpoucxognT oT [BbIpPaKeHHA] “CcBeT 
ecTb pasyM"!0, y6o To, YTO ΠΡΟΜΒΒΟΠῊΤ pa3yM, ΒΕΠΕΤ K CBeTY. 
{TakuM o6pa30M], τόπος - 3TO AbIxaHve, WH Μεποπμπεοκμῇῆ 
romoc - ΠΡΙΧΔΗΗΘ, HU, cBepx TOTO, 3By4aHHe Meoca - Takxe 
AbIXaHHe. 

Bocxoaalive WM ἩΜΟΧΟΠΊΠΠΙΗΘ 3BYKN, H3NaraeMble OT ONHOTO 
no cemn!?!, 


Pa3esleHHe MY3bIKH. 


Mys3bika nogpa3sieiaetca Ha Tpu [Buda]: ΟΠΜῊ [BHO] ee - 
9TO Melo ycT, Apyrow - pyK M ycT, a TpeTHH - TONbKO pyk. 
Tecnu, Teperucmpr!2 wu [npyrne] Takve [Bugbt] - geno ycT; 
xopoBasd ΔΒΠΟΤΗΚα ὁ, apneruka ἢ nogo6ubIe [BHObI - meno] pyk 
H ycT; KMdapHcTHKa U BCAKAaA Takada My3biKa - [Heo] pyk. 


J1.4706. Utax, onmH [BH My3bIKM McnoNHAeTCA] ΠΟΟΡΘΠΟΤΒΟΜ ycT, 


pyrouw - MOCpeACTBOM ycT Η PyK, ἃ TpeTHM NMocpeACTBOM ΤΟΠΡ- 
Ko pyk!, 
Bonpoc. Ἧτο Takoe uxoc? 
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Omeem. Vixoc - 3TO TO, ΤΟ ΟΠΘΤΟ KMBbIM CYLICCTBOM H 
ycIbIaHO ΜΗΟΓΗΜΗ, προ Opslaroillad BuOpallua MHCTpy- 
MeHTa ΠΟ ΠΔΗΠΉΡΙΟ ἡ wikype-. 

Bonpoc. CKomkKo [Οὐ ΠΘΟΥΒΥΘῚΪ ΒΗΠΟΒ UxocosB? 

Omeem. BoceMb, To ΘῸΤΡ MepBbLIN, ΒΤΟΡΟΪ, TpeTHH, ἼΘΤΒΟΡ- 
TbIM HM BOSHMKAWUIHe Μ3 HMX ΠΠΑΓΆΠΡΒΗΒΙΘ. 

Bonpoc. AUTO Takoe X4poHoMHaA? 

Omeem. XVPOHOMHA - 3TO 3aKOH, 3aBeLIaHHbIM CBATbIMH 
OTUaMH, B TOM YNCe MOSTOM CBATbIM KochmMon [MatomckumM] 
Η CBATbLIM MoaHHom JiamMackvHbim. W6o koraa BcTynaeT Tosloc 
TOrO, KTO coOnpaetcaA MeTb, ToTuac xe |[BcTyMaeT| HU ΧΗΡΟΗΟ- 
MHA TaK, YTOObI XHPOHOMHA ykKa3biBasia Mesoc. OHa Ha3bisa- 
eTCH WHaue: HMCOH pyKH MW ΠΠΟῚΔ, Tak KaK ΠΡῊ ΟΥ̓ΠΟΠΡΗΡΙ͂Χ 
3Hakax MCOH MCNONHAeTCA pyKOli OT Ππ6 54. 

Heo6xoqMMo 3HaTb, 4TO MepBbIM ΧΟῸ Ha3blBaeTCA ΠΟΡΒΒΙΜ 
ΠΟΤΟΜΥ, STO OH NMepBeHcTByeT, JM60 NOTOMYy, 4TO OH ΗΠ6Τ 
Bhiepeah ΠΡΥΓΗΧ uxocos. Ha3Bpanne xe ero o603HayaeTcaA [Kak] 
“TOpHuicKHhi', TO ecTb |MponcxonAuMH] oT Ropuiues. Jlopun- 
ΠΆΜΗ Ke Ha3blBaloTcs ΠΟΠΟΠΟΗΗΘΟΙΡΙ. [losTomMy χοὸς Ha3biBa- 
ΘΤΟΣ ΠΟΡΗΠΌΚΗΜ. VM uMeHHo oT ero 3By4daHHs Obl] OOHApyxKeH 
ΓΗΠΟΠΟΡΗἤΟΚΗΪ [uxoc], WIM Ke CbIH Mepporo [uxoca], To ecTb 
[ero] ΠΠΑΓΑΠΡΗΡΙΪ. OT JImauu [nmonyynn HaMMeHoBaHnHe] πη- 
ΠΗΜΟΚΗἥΝ, wim Bropon [uxoc]. JImanveh Ha3sbiBeTca oOOnacTh 
"HOBbIX 3€MKOB", KOTOPas AO CMX Nop Ha3biBaeTca ΠΗΠΗΜΝΟΚΟΝ 
paBHHHOH. OT Hero [6b OOHapyxeH] ΠΠΑΓΆΠΡΗΡΙΠΙ ΓΗΠΟΠΗ- 
aMuuickuh uxoc. UV or Mpurun Obit HaligeH PpuruvickuH, win 
TpeTuu [uxoc]. Ppurvew Ha3bBaeTca obnacTh JlaogquKun. Πο- 
3Tomy [uxoc] uMeHyeTca ΦΡΗΓΜἤΟΚΗΜ, [kak ΠΡΟΜΟΙΠΟΠΙΠΜΝΪ]Ί, u3 
@Mpurun. A oT Hero [ObIt ObHapyxeH|] runodpurniickui 
|uxoc], To ecTh HH3KHH. OT Muneta xe [nonyy“n HanMeHo- 
BaHHe| MMJIeTCKHH, YCTBEPTbIM MXOC, a OT Hero - ΠΠΑΓΑΠΡΗΒΙ 
yeTBepToro*, Menocbl WxXOcoB ObLIM W306peTeHbI] MMeCHHO B 
ΘΤῊΧ oOsacTax. Tak, ΠΟΡΗΣΙΙΡΙ MenH ΜΕΠΟΟΒῚ NepBoro Hxoca, 
JMXMMUEI - IMAMNcKorO, ΦΡΗΓΗΜΠΡΙ - dpuruiickoro ἢ ΜΗΠετ- 
ΠΡῚ - MMeTcKoro?. My3biKaHT Ηὶ wapb IITtonemeii, o6Hapyxup, 
npunuean [ux] ΟΟΠΔΟΤΗΜ M [tan] Takve Ha3BaHHA Hxocam?. 

Bonpoc. Ckompko [cyllecTByeT] “xocoB? 

Omeem. UetTbipe OCHOBHBIX HXOCa, YeTbIpe ΠΙΔΓΑΠΒΗΒΙΧ, ΠΒΕ 
HacTpoHKN, 1M60 ΦΤΟΡΡΙ: “HeHaHo" VM "HaHa". MMeHHO τάκ 
HMXOcbI Gombe BCero Molotcs B  CasTorpayqye”. 
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Bonpoc. CKonbKo wxocoB noetcs B "CBaTorpaguie’, ἯΤΟ Ha- 
3biBaeTca “CBsirorpanqlieM' HW YTO Ha3biBaeTCH TOHOM? 


J1.48. § Omeem. |Tam] noetca BoceMb uxocos. "CasTtorpanulemM xe 


OH Ha3blBaeTcs NOTOMY, 4TO [STOT] Topoa OObeEHMHACT CBATHIX 
MYYCHHKOB HW ΠΡΥΓΗ͂Χ CBATbIX, JIMO6O NOTOMYy, ΤΟ B CBATOM 
rpagze ΠΡΟΠΟΒΟΠΟΒΆΠΗ CBATbIC OTUbI H NMOITbI, B TOM “4HCIie 
ΟΒΗΤΟΙ MoaHy ΠΆΜΔΟΚΜΗ MW MHOrNe ΠΡΥΓΗΘ cBaTbie!. 

Bonpoc. CKONbKO OCHOBHbIX HXOCOB? 

Omeem. Uethipe: nepsbii, BTOpoH, TpeTHH, “eETBEPTbIH - ἡ 
OT 9TMX YeTbIPeX, NMOCpeACTBOM ΠΡΟΗΜΚΗΟΒΘΗΜΗ BHH3, O6pa3o- 
BaHbI YeTbIpPe ΠΡΥΓΗΧ - WiaranbHble. YerTbipe MiarayibHblx 
[uxoca] CNOBHO NpoH30lUIH OT YeTLIpexX NepBOHAYAJIBHbIX 
o6pa3u0B. TOuHO TaK Ke OT YeTbIpex ΠΠΑΓΆΠΡΗΒΙΧ MPOHWSOLLi 
yYeTLIpe CPpeMHHbIX [Hxoca], TO ECTb CpeHHHHbIN NepBbIH MXxoCc, 
CPpeMHHHbIN BTOPpOH UXOC, CpeHHHHbIN TpeTHH χοῦ HW CpeHH- 
HbIM “eTBepTbIi uxoc?. OT yeTbIpex cpeqHHHbIX [HxocoB] 
ΠΡΟΜ3ΒΟΠΘΗΒῚ YeTbIpe PTOphI, Ηὶ [Β MTore] NoNyunnoch, 16 Hxo- 
coB. OT 16 MxocoB ΠΟΙΌΤΟΗ B MecHaX, a He B "CBATOrpanue’?. 

Bonpoc. Kak HauWMHaeTcA MxOc, ΘΟΠῊ Thl HAMePeBaeLIbCA 
YTO-JIMG6O CileTbh HIM pa3sy4anTb? 

Omeem. C HacTponky. 

Bonpoc. το Takoe HacTpohka? 

Omeem. Hactpoiixa* - 3To oxBaT uxoca, Kora HeEKOTopbie 
nowT, [HanpHMep], "AHaH3 aH9c" - <co6cTBeHHO: "ΟὙπγοτη. 
Bnanbika", 460 HyXHO, 4TOOBI TOT, KTO 3ameBaeT, ΒΕῈΠ Hauayo 
ot bora u 3apepuian ΒΟΓΟΜ, Tak xe, Kak Καὶ [NocTynaroT] Bce 
XpMcTHaHe: ecIH OHH coOupalotTcaA HavyaTb DZaxKe HEGOBUIOE 
neo, TO fipexae MMM Mposposrnawmaetca [Hebonbluaa] cTHxo- 
TBOpHas CTpouka, ἃ HMeHHO: "Wucyce Xpucte, Tocnoge, Boxe 
Hal... " WH ganee. MW ToT xe CamMbIM cnoco6 MbI [McMoOnB3yem}. 
KOra JOJDKHbI 4TO-TO cneTb. [losTomy BHaYasie BeMeTCA Mxoc>. 

Bonpoc. Kak HacTpaMBaeTcs ΒΤΟροΐ [Hxoc]? 

Omeem. "Heaxec". 

Bonpoc. Uto Takoe "HeaHec"? 

Omeem. Bepnee: "Hpine Tui ornmyckaeb">. 

Bonpoc. A Kak HacTpanMBaetca TpetTui [Hxoc]? 

Omeem. "Au3 aHec", To ecTh "YTewutTenb, MpocTtn"®. 

Bonpoc. Kak HacTpanBaeTca YeTBepTHIM [uxoc]? 

Omeem. "Arma" unu "“XepyBHMbI 4 CepaduMbi", To ectp 
Caataa [Tponua], BocneBaemMaa Ηὶ'ὶ MpociaBndemas ΜΜΗ: 
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J1.48 οὔ. Omeem. Tlepsnrit, 


“OTnycTH, MpocTH HW fa CHH30M0H KO MHe, ["TOObI 3. ΜΟΙ] 
ClaBHTb WM MpeBO3HOCHTb JOCTOMHbIM THMHOM  Te6s, 


Hepa3iesIbHOoe boxecTBO’. 
Bonpoc. CxkomnbKo |[cylliecTByeT] AyxoB HW MNoyemMy OHH 


Ha3bIBalOTCA AyXaMH? 
Omeem. Tloromy 4To OHM co3falwT [SobuIMe] ΜΗΤΟΡΒΆΠΡΙ H 
063 ΠΡΥΓΗΧ TOHOB HE CTaBATCA. 


Bonpoc. Uto Takoe ronoc? 
Omeem. Yonoc Ha3biBaeTCA Tak OT [BbIPAaKeHHA] “CBeT ΘῸΤΡ 


pa3yM", H6o To, ΤῸ co3qaeT pa3yM, FONOC BbIBOAHT Ha CBET,; 
mu60 H3-3a Toro, ΤΟ B ΓΟΠΟΟΩΧ cyliiecTByeT ObITHe, HOO romoc 
- 9TO 3aBeplueHWe COXpaHCHHOFO B Hac AbIXaHHA, Tpedylolee 


Hekoero ropJa. 


Bonpoc. ἅτο Takoe nanagqHkKn? 

Omeem. My3bikaJIbHoe MCKYCCTBO. 

Bonpoc. Kak Ha3biBaloTcs Hxocb!? 

BTOpoH, TpeTHH, EeTBEpTLIH ΚΗ 
cnenyrouine. Jia BOCLMM HXOCOB He CYyLIeCcTByeT Ha3BaHHH B 
COOCTBEHHOM CMBbICcyIe copa, μῦο [Hx] Ha3bIBaloT NepBbIN, 
BTOpOH, TpeTHi W YeTBepTbli, [moq0o6OHO TOMY, Kak] 
CYLECTBYIOT 6€3 HANMMCHOBSHHH cTyneHH. BepHee xe, NepBbIn 
[uxoc] Ha3Banu! gqopHiicKHM, BTOpow - ΠΗΠΜΌΟΚΗΜ, TpeTHH - 
ΦΡΗΓΜἥΘΚΗΜ, YeTBepTbIM - ΜΗΚΟΟΠΜΠΗΌΚΗΜ, ΠΠΑΓΑΠΡΗΡΒΙΝ 


ΠΕΡΒΟΙῸ [uxoca] - ΓΗΠΟΠΟΡΗΜΌΚΗΜ, ΠΠΑΓΑΠΡΗΒΙΪ ΒΤΟΡΟΙΓῸ - 
THMOJIMQHHCKMM. WWiaraibHbIM TpeTbero, WIH “HH3KHi", - 
runo@pHruiicKmuoM, ΠΠΆΓΆΠΡΗΒΙ͂ ΠΘΤΒΟΡΤΟΙΟ - 


rHMOMUKCONHAHMCKMM2. ΤΟ ΟΟΗΟΒΗΡΙΘ Ha3BaHHs BOCbMH 
HXOCOB Η YIMBMTeIbHbIe Yyneca NamaqHyeckoro McckKyccTBa?. 

Bonpoc. CxonbKo [cyuilecTByeT] TOHOB B NanaqwyecKOM 
ucKyccTBe? ἢ. 

Omeem. IlaTHaquatp. 

Bonpoc. CKonbKo ΠΟΠΥΤΟΗΟΒ. 

Omeem. Ilarp. 

Bonpoc. CKonpKo yxoB? 

Omeem. Uersipe>. 

Bonpoc. Uto Takoe TOHbI, MOJYTOHbI HW DYXH? 

Omeem. Toubi CyllecTByIOT Takve: HCOH, OJIMTOH, OKCHSA, 
lleTacTH, anogepMa, anocTpod, ΒΆΡΗ, AHTHKeEHOMAa?, KpaTHMa, 
aHacTaMa, JHMM, WMacMa, KaTaBacMa, ΤΡΉΠΠΟΗ WAM cHcmMa, Η 


napakaJiecMa. 
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Jipyrve xe [3HaKH] - ΠΟΗΦΜΌΟΤΟΗ, NCH@ucTOKaTaBacMa WU 
SKCTPpellTOH - ABIIAIOTCA MesOCaMNH, a He TOHaMH. 

TlonyroHbl xe cyllecTByIOT Takve: 3facdpoH Klacma’, κγ- 
@ucMa, MapaKIWTHKH, NCM*PUcToOKaTaBacMa HW Y9KCTpento- 
KaTaBacMa. OHM Ha3bIBaloTca WH MesIOcaMH. 

iyxamu® xe [apnsaiotca] Takwe [3HakH]: HIICMWIIOH, ΧΑΜΗΠΗ, 
ΞΠΆΦΡΟΗ, amojwepMa HW KeHOMMa7?. 


O jAyxax. 


JlyxXaMM OHM Ha3bIBaloTCA NMOTOMY, YTO OOpa3ylOT HHTEp- 
BaJIbI. O0HaKO 063 HEKOTOPbIX ΠΡΎΓΗΧ TOHOB OHH He CTaBATCA. 
{Hanpumep], 663 anocrpoda He CTaBHMTca XaMWJIM HW HE CTaBHT- 
ca [HWMKaKOH Apyroh HucxoAAUIMH πὐχ]. HM, HaobopoT, 663 
OJIMrOHa, OKCHH WAH MeTacTH ΜΒῚ He OOHapyXHM HH OHO 
ἩΠΟΗΠΗ. TouHo tak xe!9 6e3 anoctpoda MbI He OGHapyoKHBaeM 
gladpoHa WU ΧΩΜΗΠΗ͂, a ecJIM OOHapyKHNBaeM TaKOoe, TO ποπᾶ- 
TaeM, ΤΟ 3TO AOCTOMHO OCYKHCHHA. 


O KeHJMMe. 


KeHauMa 663 H€KOTOpbIX ΠΡΥΓΗ͂Χ TOHOB He CTaBHTca. Xora 
OHa MW Co3qaeT HMHTepBasibl, HO OHA He cTaBuTca. JIpyrme xe 
[3HaKM] CUMTaloTcA DyxaMH, KOTOPbIMH ABNAIOTCA CHeENYIOWNE: 
ΠΟΜΠῊ O603HaYaeT YETLIPe BOCXOZAWIMe MOHH, KeHOWMMa Xe 
o603HayaeT ABe ΒΟΟΧΟΠΞΙΠΙΜΘ PoHH. Ilon0o6HO uM [nelcTByIT!] 
ΞΠΆΦΡΟΗ HM ΧΩΜΉΠΗ: XaMWIIM OO6O3HAYaeT YeETLIPe ἨἩΜΟΧΟΠΈΙΗΜΕ 
(OHH, a 9ΠΆΦΡΟΗ - gBe!!. Tax xe [uMeloTcs] ἡ Apyrne TOHHI; 


JI.49.  HanpwMep, KpaTHMa, JHMIM, KCHpoH KjlacMa, aHaTpH- 


XHcMa, llMacmMa ἡ ΗΜ ΠΟΠΟΘΉΡΙΕ [3Haky] |. 

Kak MbI TOBOpWIM paHee, CylIecTByIOT [ἢ] COCTaBHBIe TOHLI. 
CoctTaBHbIMH OHM Ha3bIBalOTCA W3-3a TOTO, YTO COCTAaBJIAIOTCS 
M3 ΠΒΥΧ WIM Tpex TOHOB’. Tak, MMMM cocTaBlaeTca M3 ΠΒνᾺ 
okcuii?, KpaTHMa - W3 ABYX OKCHii M Kyco¥Ka amacdbpona’ 
ΠΗΔΟΜᾶ - 43 JBYX BapHM, aHacTaMa - M3 ΠΗΠΠῊ WM netactTy. 
Tak BOT, KaK MbI CKa3aIM, ΠΟΠΟΘΉΡΙΕ [3HaKH] Ha3brBaroTCs 
COCTaBHBIMH TOHaMH. CtTasio ObITb, YYCHHK, TbI W3y4HI, {ΤῸ 
TaKOe TOH, 4TO TaKOe ΠΟΠΥΤΟῊ HM YTO TaKOe AYX, a Takoxe ΠῸ 
KaKOH NpHunHe KaxKIbIM U3 HAX Ha3blBaeTCA TaK HIM ΜΗΔΈ. 
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᾿ 
᾿ 
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CpeavW npexie Ha3BaHHbix [3HaKOB] CyLuecTByeT TpH ΤΟΒᾶ - 
ONMFOH, OKCHA WM MeTacTH, KOTOPble ABIAS}OTCA paBHOHHTep- 
BaIBHbIMM. Mcon xe He MMeeT HHTepBana, a ABAAeTCH [Hanbo- 
jee] ΟΜΗΡΘΗΗΒΙΜ cpeau Bcex [TOHOB]: me 6br [HU] ObIN ObHa- 
pyX€H MCOH - XOTb B BbICOTe, XOTb B HH3HHE, - TaM OH NMoly- 
yaeT 3By4aHHe. 

M3 yeTbipex 3By4allMX TOHOB, TO eCTb MeTacTH, ΟΠΗΓΟΗΣΩ, 
OKCHH M anocTpoda, a TakxKe H3 UeTbIpexX paHee yKa3aHHbIXx 
ΠΥΧΟΒ, TO €CTb ΠΟμΦμοτοηδ, XAaMWJIM, KeEHXUMbI HU sadpoua, 
MbI NOMY4YaeM BOCeMb [3HaKOB], OCYIIECTBIAIOIUMX WH MpoK3Bo- 
NAWIMX C ΠΡΥΤΗΜΗ TOHAMM CaM HHTepBasibl, M60 063 HHX BCE 
[3HaKM| OCTaIOTCA ΗΘ ΠΟΠΒΡΌΚΗΡΙΜΗ UW HEM3MeEHHbIMH. 

3HaTOKM MalagqwyecKoro MCKYCCTBa TOUHO OCBeOMIJIeHbI [06 
ux] eficTBuM. OnHaKO MW MbI KOe-Y4TO MOKaKeEM: KaK JOJDKHDbI 
Ne€UCTBOBaTb TOHbI BMeCTe C AYXaMH ApH MOBbIWICHHM HW NOHH- 
*KEHUM - TOUHO Tak, KaK YUH CaM McTONKOBaTeNb®. 


O MOAY.IAWHAX HXOCOB 


Ecnu Tbl 6yfellb MeTb BBepxX Ha OJHY (bOHH OT NMepBoro 
wxoca, TO ΠΟΠΥΆΗΤΟΞ BTOpoH ἤχου. Tak: ... 

Ecnu Thi ΟΥ̓ΠΘΙΠΡ BHOBb NeTb Ha OAHY MOH BBEPX OT BTO- 
poro Mxoca, TO NOUWIMTCA TpeTHM HXoc... 

Ecau Thi OyelIb CXOXHbIM O6Opa30M NeTbh Ha OJHY ΦΟΗΝ 
BBepX OT TpeTbero HXOCca, TO ΠΟΠΥΜΗΤΟΣ YeTBEpTHIM HxOCc. Tak: 


WM ecuu ΤΡΙ BHOBb ΟΥ̓ΠΘΙΠΡ MeTbh HA OAHY OHH BBEPX OT 
yeTBepTOrFO χοοδ, TO NOMyYHTcA NepBalit μχοοδ, 

Bonpoc. Kak Nonyyaetcs, 4TO NocpexcTBOM NOBbIMeHHA 
[MocTHraloTcs BCe OCHOBHBbIc], ΒΠΠΟΤΡ 40 YeTBeEpTOrO MxoCca? 

Omeem. Tlotomy 4To co3qaTeb YeTbIpexX MXOCOB pacnpe- 
Wenun YeTbIpe uxXoca MO YeTbIPeM cTyMeHAM. Tak, YeTBepTbili 
uxoc [nepexognt] B nepBbiit... ? 


O naaraspHbx [uxocax]!®, 


Korga ΤΡΙ noHwxaeubca!! or nepporo uxoca Ha 4eTbIpe 
(boHH, TO O6HapyxXMBaeTca ero NAaratbHbIi, ΜΠῈ Tak... 12 

Korga TbI Tak Xe MOHWKaelllb ΒΤΟΡΟΪ χοῦ Ha YeTHIpe 
doHH, TO OOHApyxXMBaeTcs cro MarayibHbiii... 
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reer τοι 


Koraa xe ΤΡΙ ONATb NOHWKACLIb Ha YeTLIPe OHH TpeTHH 
[uxoc], TO OOHapyxuBaeTcA ero ΠΠΑΓΆΠΒΗΡΒΙΝ WIM... 

Koraa xe Tb! ONSATb-TaKH MOH Kaellb Ha YeTbIPe (OHH 
ἩΘΤΒΟΡΤΒΙΜ Mxoc, TO OOHApyxXKMNBAeTcCH ero ΠΠΟΩΓΑΠΡΗΒΙ WI 
Tak. 


J1.49 οὔ. Tak BOT, KaK TbI, HAKOHEL, BHAHUIb, 2191 TeOA HAMMCAHb! 


BOCE€Mb ΧΟΟΟΒ. ὉΤΟΙΟΠα HW 3ay4unBan [Mx] 1HO60 OT NepBoro, 
ΠΟ OT 4YeTBEpTOrO, KAKOM NepBbIi vu [Kakuve] ΠΠΑΓΆΠΡΗΡΙΘ. 


O cpeanMHHpix [Hxocax] 


Cyyluan *e WO CpeqMHHbIx [Mxocax], H O dTopax. 

CpeAMHHbIN MepBoro uxoca [oOpa3yetca] Tak... 

ΤΟ - cpeqHHHbI nepsporo [uxoca] !. CpeqvHHbIM nmepBoro 
OKa3bIBaeTcA “HH3KHH". OH oOpa3yeTca Tak... 

Ποποῦδηο [o6pa3yetca] ἡ ΒΤορο [ἤχου]... 

ΟΡΘΗΜΗΗΒΙΠ ΒΤΟΡΟΓΟ... 

OqHako A ΟΚΑ3ΔΠ, YTO CpeMMHHbIM ΒΤΟΡΟΙῸ [OTCTONT] He Ha 
ΤΡ OHM, ἃ Ha ΠΒ6, MOTOMY YTO Ha OAHY - CpeXHHHbIN BTO- 
poro, Ha Be (OHH - ΠΠΆΓΑΠΡΗΒΙΜΪ YeTBEpTOTO, TAK... 

Ecsim Obl Thi cel... 

Tak Xe WH CpeqWHHbIM TpeTbero [uxoca]... 

Takum o6pa30m [cBoH cpeqMHHbIM] NomyyaeT ἡ 4YeTBEpTBIit 
Mxoc, Kak ecm 6b! THI MeN... 2 

Ilocnywah xe uo dtopax. Mropa o3HayaeT cneyrolice. 
EcIM TbI Hellb OT OCHOBHOFO χοοᾶ BBepX WI BHH3, TO 3TO 
Ha3blBaeTca cpTopoii. Korga yrpayupaetca? mMenoc [omHoro] 
Mxoca, H OH yONpaeTcaA ΠΡΟῚΡ B Apyronw MXOc, KaK ECAH Obl THI 
ΠΡΟΠΕΠ..., TO OH pa3spyluin Ob [MpexHHH, Nepean] B πργτγοΐ 
Mxoc. 

{ Bonpoc|. Kakow opyroh uxoc nopopayMBaeT [μὲ ποὺ] oT 
OCHOBHOro UxOca B ΠΡΥΓΟΪ Uxoc? 

[Omeem]. Ecnu Obi paspyuiMica ΠΠΑΓΆΠΡΗΒΙΪΝ mepsBoro 
Mxoca, HW OH MOBbICMICA Obl Ha ὍΠΗΥ OHM, TO Nonyauncsa 64) 
ΠΠΑΓΩΠΡΗΒΙΝΪ BTOPOTO ἤχοοᾷ, TAK... 

AHaJIOrMYHbIM OOpa3oM, KOTAa ONATh ΠΠΔΓΆΠΒΗΒΠΙ BTOporo 
[uxoca] NOBbIWaeTcH Ha OAHY (OHH, TO Nosyyaetca “HH3KHi1", 
Tak... 

HakoHell, ropa "HH3Koro" HxoCca, KaK HW. ΠΠΑΓΆΠΒΗΟΓΟ Yer- 
BepTOTO, NoWyyaeTcsH Tak... 
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τὸ Tropa ΠΠΔΓΆΠΡΗΟΓΟ yeTBepToro [χορ]. Kak #1 ObI cKa- 
gan τοῦδ, BTOpOH χοῦ Ποπυ ποτοῦ ΠΡῊ MOBbIMIeHHN Ha OHY 
(OHM OT HepBoro χοᾶ. A Kora OT BTOporo Mxoca ThI NOAHH- 
MaeLUbCH Ha OLHY (OHH, TO ΠΟΠΥΠΆΘΤΟΙ TpeTHH, a [Mp ΠΟΒΡΙ- 
WieHHU}| Ha OAHY OHH OT TpeTBero [Hxoca| NomyyaetTcs “eT- 
BepTbin. B ΠΠΑΓΆΠΡΗΒΙΧ Mxocax [Bce NponcxogHT] TaKMM xe O6- 
pa30M HM B TOM Ke CaMOH ΠΟΟΠΟΠΟΒΑΤΟΠΡΗΟΟΊΜ. 

Tak ΜΟΠΥΠΗΡΟΒΆΠΗ B WeEpKBH WM ΠΡΟ ΜΟΠΕΠΗ 16 HXOCOB, 
o6pa30BaHHbIX M3 [OCHOBHBIX], ΠΠΑΓΆΠΡΗΒΙΧ, CpeMHMHHBbIX U 
(Top. 

J1.50. Muorve ropopat, ὭΤΟ cyuiecrpyeT 16 wxocoB. OHM ΠΙΥΤ. 
Hactpouiku xe cyllecTBylOoT [TONbKo|] ant ὃ MxOCOB, HAM 
TOUHEe - WIA YeTbIpex MepBbIX [TO eCTb OCHOBHBIX], YeTbIpex 
ΠΠΆΓΆΠΡΗΒΙΧ, DBYX CpeAMHHbIX MW "“HeHaHo’. ΠΆΒΗΠ xe cosa 
yeTbIpe HMxoca, BepHee, Ha 4YeTbIpex cTyneHax. M ConoMoH 
(co3man| YeTbIpe ApyrMx ΠΠΑΓΆΠΡΗΡΙΧ [Hxoca] OT NepBoHayab- 
HbIX OGpa3lloB MW Ba CpeHHHbIX - "HeHAHO" HM "HaHa". Tak 4 
ΠΗΙΠΥ B 3aBeplIcHHH [couMHeHHs]. 

Te, KTo [ropopst], το xpam ConomoHa B Hepycanume οπᾶ- 
ΒΗΠ B 18 wMxocax, 3a67yxKaloTcA Hu MpoTHBOpeyaT ΠΆΠΆΠΗ- 
YeECKOMY HCKYyCCTBY, HOO HWKTO [M3 HMX|] CaM He NOCTHT 9ΤῸΤ 
MeTO, 2axKe CCIM, Ka3alocb ObI, OHM MOCTOBePpHO H c OONbIION 
AKTHBHOCTbIO H3y4aJIM BCe ΠΑΠΑΠΜΊΘΟΚΟΘ UCKYCCTBO. 

CyiilecTBylOoT HW MHOrve Apyrve [Bo33peHus| Ha MCKyCCTBO, 
KOTOpble 30€Cb HEBO3MOXHO onnucaTb. Begzb [daxe] OHO onpe- 
meyleHue ToKyeTcs SecuHcNeHHOe KOJIMYECTBO pa3, ἢ TEM, YTO 
MbI ΗΘ 3aMyTbIBaeM OlpewesIeHHe, Mb] COXpaHsieM ero. 

Kak si τοῦς 30ecb OObsBIAWO, JIamMacKMH MHOCKa3aTeJIbHO 
MpelcTaBseT Te ΚΘ caMble ΧΟΟΘΒΙ. [lo 9sTHM ΠΟΟΠΟΠΟΒΆΤΟΠΒ- 
HOCTSAM Tbl OOHAPYXKMUb UM [JOCOH] Apyrow χοῦ, ΒΠΠῸΤΡ HO 
C€MH BOCXOASLUMX HM HACXOZALUMX [PoHH]. 


1 


BeposTHO, 3TO TO, 4TO C GOJbUIMM ΤΡΥΠΟΜ CXBaTbIBAaeTCH ἢ 
ycBaMBaetca, [Ho] 43-34 YeTO HM ΠΡΆΒΗΠΡΗΟ Mosyyaetca... 2 

Bonpoc. CKoNbKO OHM MODJICKUT H3MCHEHHIO ἢ CKOJIbKO 
CyYLUCCTByeT YHBOCHHbIX [doHu], a TakxKe KaK ΠΟΟΤΗΓΆΘΤΟΙΒ 
[yaBoeHHasa| (OHM HM CKOJIbKO ObIBAacT (OHH ΠΡῊ yABOCHUAX? 
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Omeem. VU3bickKaHwai A ycepaHoe W3yYYeHHe ΒΟΠΡΟΟΟΒ ἡ 
OTBeCTOB O TOHAX HM Hxocax, NowuHxcs B "“CBsiTorpangue”, [πο- 
Ka3bIBaloT cJleayouee |. 

ToHOM Ha3bIBaeTcaA To, YTO 3BYYHT BbICOKO HIM HH3KO-. H3- 
34 3TOTO OH H Ha3bIBaeTCA TOHOM. Peyb O HHX OyeT BECTHCh B 
ΠΆΠΡΗΘΜΙΗΙΘΜ. Kora MbI CHPOCHJIN, CKOJIbKO MoeTCH HXOCOB B 
“CBATOrpague", TO Obl OTBeT - BOCeMb. A ΠΟΠΊΚΘΗ MOKAa3aTb 
τοῦθ OLUMOOUHOCTD Takoro [BO33peHHaA]. Beab BTOpOH NMaray- 
HbIM MOeTCA Yallle ΒΟΘΙῸ B Ka4ecTBe CpeqWMHHOTO BTOporo 
{uxoca], Kak B ‘Ilobemy uMeaHM, XpvicTe" u Kak B "“Te6e Ha 
Bomax', HW B MHBIX ΠΟΠΟΟΉΡΙΧ [NMecHoneHHAxX]. 

M apyrve [uvxocni], Bo3HHKIWHe OT cBATOrO MoaHHa J]ama- 
CKHHa, yCTaHOBIeHbI ΠῸ [camMonw] My3bIKe, a Te, KOTOPble 
YCTaHOBJICHbI TOCNORHHOM Meonopom HW rocnoqvHoM Mocn- 
ΦΟΜ, - eCIH ΤΡΙ Nonpobyellb HX NeTbh COrmacHO My3bIKe, - He 
COOTBETCTBYIOT CH M3-3a TOTO, ΤΟ OHH HE BbITeKaIOT H3 Hee’. 

Toy¥Ho Takoke WM YeTBepTbIM ΠΠΑΓΆΠΡΗΡΙΜ [uxoc]. B Gonb- 
WIMHCTBe ΟΠ ΘΒ OH YacTO MoeTcH BMecTe C YeTBepTbIM [OCc- | 
HOBHbIM|, KaK B ‘KpecT Ha¥epTaB, Monceh”, Καὶ B ApyroM Hxoce 
Tloetcs| [ΟΧΟΠΗΟ]. 

TakwM o6pa30M, Ἡ NoKa3an TeOe, yYeHHK, YTO NoeTcA He 
BOCEMb HXOCOB, ἃ JeCSITb. 


OOpacHenne Napasiaru! Koneca Kyky3e1A. 
OcHospl AMnOdoHHHZ 


1.50 οὐ. Zunsodouusa nonyyaetcs TakKMM O6pa3om. Ecnu, Bocxogs | 
Ha 1 [ΦΟΗΗΪ], Th! ΧΟ ΘΙΗΡ NeTb Apyrve 7, TakKxKe NoBbiwad [ux], ἢ 
TO TbI ΠΟΘΙ» ΒΟΟΡΜΥΠῸ [oHH] OT TOK [NepBoHayanbHOoH]. Ec- | 
ΠΗ͂ xe [ΤΡΙ ΧΟ ΘΙΠΡ NeTh, NOBbIWAA| Ha 2 [POHH], TO ΤΡΙ Moeib © 
[Bbiiue] Ha 9 [ΦΟΗΜ]; ΘΟ ΠΗ xe Ha 3, To TbI ΠΟΘΙΠΡ [ΒΡΠ1Π6] Ha 
10; ecmm Ha 4, To TbI ΠΟΘῚΠΡ [ΒΡΠΠ6] Ha 11; ecnw xKe Ha 5, To 
Th! Moewib [ΒΡΠΠ|6] Ha 12; ecnW xe Ha 6, To TbI ΠΟΘῚΠ» [ΒΒΠΠε] 
Ha 13; ecmm xe Ha 7, To ThI NMoewb [ΒΒΠΠ6] Ha Bpyrne 7 
[pou], To 601» Ha 14. 

ΕΟΠΗ ΤΡΙ XOUeLIb - ThI NOCHIb HCOH, CCIM YYCTBEPACLIb - THI 
noewb [16063} 28 [ΦΟΗΜ]. Ecru Thi noew srpoe [ΒΡΠΠῚῸ WI 
HMxKe| - THI ΠΟΘ» [yepe3] 21 [conn]. Ecnuu xe ThI noes 
M60 MesIOC HCOH, JIM60 TO, ITO BO3MOXHO ellie, TO ThI OyNeLlib 
NOBbILUATbh ΒΠΒΟΘ MW MeTbh Yepe3 7 oun. ΕΠ xe ΤΡΙ Noeib 
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NOHMKaWIMMCA MeIOC, TO ThI BHOBb ΠΟΘῚΠΡ [Yepe3] 7 MOHH ἡ 
nonyyaetca 8-aa [ΦΟΗΗ ΒΗΜ83]. 

ΕσΠΗ ΤΡΙ XOUeCIIb NeTb, NOBbIMAACh Ha OAHY ΦΟΗΗ, TO ΤΡΙ 
ΠΟΕΙΠΡ, MOHWKasch Ha 7 |[qdonu|. Tak yrpauMBaeTca ona 
pocxogsiat (OHH ἡ Tomyyalorca ΤΟΙΒΚΟ HMcxogauMe, Hoo 
HHKora BOCXOZAWIMe He NOWTCA BMeCcTe C ΗἩΜΟΧΟΠΒΙΠΜΜΗ, a 
ΗἩΜΟΧΟΠΉΙΠΗΘ - BMecTe c ΒΟΟΧΟΠΞΙΠΉΜΗ. Tam xe, re HHCXO- 
ΠΈΙΙΗ͂Θ NOMeWIawoTcd cpewqM BOCXOTAMIMX, OHM MX YHHYTOXKAWT. 
AHanormuHo, [ΘΠ Tpe6yeTca 1 Bocxogqaulad MoHH - TH 
noeulb 6 ἩΜΟΧΟΠΗΙΠΗΧ] 37, ecnm 2 [BocxogauHe] - TH ΠΟΘῚΠΡ 5 
[ΗΜΟΧΟΠΠΙΠΡΙΧ)], ecu 3 [BocxonsmmMe] - 4 [Hucxo_sIIMXx], ΘΟΠῊ 
4 [pocxonqmume| - 3 [HucxogzauiMx], ecnu 5 [Bocxonammx] - 2 
[HucxonsuMe|, ecuu 6 [BocxonaumMx]| -  [ἩἨΜΟΧΟΠΣΠΠΙΝΟΪ], ecm 
7 [Bocxo2 AMX - ThI ΠΟΕῚΠΕ] MCOH. 

Ecru TbI ΠΟΘΙΠΡ Ha | |[douu BBepx], TO TbI ΠΟΘΙΠΡ 
NOHMXKaAcCh Ha 6 [hou]; ecm Ha 2 [BBepx] - To Ha 5 [ΒΗ13]; 
ecm Ha 3 [BBepx] - To Ha 4 [BHH3]; ecu Ha 4 [BBepx] - To Ha 
3 [BHH3]; ecnu Ha 5 [BBepx] - To Ha 2 [BHM3|; ecru Ha 6 
|BBepx| - To Ha | [BHH3]; ecnu Ha 7 [BBepx] - To McOoH, πηῦο 
elle Ha 7, To ecTb Ha 14, [mM ΠΆὼΠ66] HacKONbKO oOMycKaeT 
rovioc. 

Ecnu xe ThI ΠΟΘῚΠΡ, NOHWKadch Ha | [dou], To Apyrue 
Takxe ΠΟΙ, MoHWwxKasch Ha 8 [doHu] oT Ton [mepBo- 
HavanrbHoH]; ecu xe [MOHWxKasxch] Ha 2 [dhonu] - To [apyrue] 
Ha 9; ecuH Ha 3 - To Ha 10; ecnu Ha 4 - To Ha 11; ecnu Ha 5 - 
To Ha 12; ecnn Ha 6 - To Ha 13; ecnu Ha 7 - To Ha 147. 

ἙΟΠΗ͂ ΠΡῊ ΜΟΠΟΠΗΘΗΜΗ BOCXOAAIMMX Ἡ HACXOAAINMX MHTep- 
BasIOB BCTpeyaeTca [ΠΒΟΪ ΪῊ854] ΚΘΉΠΗΜΆ, TO ΠΡῊ ΜΟΠΟΠΗΘΗΜΗ 
[sToro] MHTepBasla ΠΟΙ ἍΜΟΠΟ ΠΗΠΠΟΦΟΗΜΗ, ΚΟΙΠᾺ OHA BCTpe- 
yaetTca, 4 [TakKxe] ΠΟΙ HHTepBan [ΠΒΟ ΗΟ ἢ] ΚΕΗΠΗΉΜΒΙΟ. 

Π͵ΡΟΒΒΠΠΘΉΜΘ xe CUMTAe€TCH Β ΤΆΚΟΜ cyryyae. Hampumep, ΤΡΙ 
ΠΟΘῚΗΡ cTHxupy. ΕσΠῊ Hayao ΘΟΟΒΠΆΠΔΘΤ c OKOHYAaHHeEM Ha 
OJHOM 3ByKe, TO HH OHA (OHM He JHINHAA - HU ΒΟΟΧΟΠΊΠΙΔΗ, 
HH HUcxoyqsinad. ΟΠ TbI XOYelIb COXpaHHTb Hayao B Co- 
OTBCTCTBHH c Mxocom, [uM] ΘΟΠῊ Mxoc uM OKOHYaAHMe He Mpesbl- 
ἩΤΘΊΟΤ [Apyr Apyra], a ypaBHeHbI, TO CyllecTByeT paBHOe 4HCIIO 
BOCXOAAINMX W HHCXOAAWIMX GoHW. Ecnu xe ThI OOHapy- 
ΚΗ ΒΆΘΙΗΒ, YTO [3TH] 3BYKH HEOTMHAKOBLI, TO HaCKOIbKO ΤΡΙ 
ΟὙΜΤΆΘΙΠΡ, YTO ThI HaXOAUMUIb BbINIe WIM, H¥DKe Hayao [πὸ 
OTHOMICHHIO K 3aKTIOUCHMW)], HaCTONbKO OTIMGAeTCA ΠΔΗΗΒΙΝ 

SOY’ 


Meyloc [OT HavanbHoro]. Beayb OH BCera coxpaHdeT Hayaio ἡ 
OKOHYaHHe CO3BYTHBIMM®, ΠΟΣΚΑΠΥ, MB Mapannarn’. | 
ΟΠΗΉΓΟΗ [ykKa3bIBaeT] ODHY C(POHH, OKCMA - OMHY, MeTacTH - 
O0HY, KycbcMa - OAHY, MewacTOH - OAHYy, ABOMHAaA KEHIMMAa - 

ΟΠΗΥ͂, KeHaMMa [-2Be] ἢ ΠΟΜΠῊ - YeTbIpe, anocTpo@ - OAHy, 


1.51. πβοΐϊηοΐ anoctpod - OJHY, anoppou - ἅΒ6, KpaTHMo- 


MMOppooH - ABe HW ΧΑΜΗΠΗ - YeTHIpe!. 

O6paTHM BHHMaHHe, 4TO BOCXOZAUIMe HHTepBaIbIl ΠΟΠῚΜ- 
HAIOTCA ἩΜΟΧΟΠΒΙΠΗΜ HM pyKOBOZATCH MCOHOM TaK, KaK THI 
BHAMIULb... 2 

Bocxogasluve 3HaKH NOAYHHAIOTCA HCOHY HY HHMCXODALINM 
[sHakaM]. BocxogsiMe ΚΘ ΠΥΧΗ - KeHQMMa HW MNCHIM - ποη- 
YHMHAIOT BOCXOAAMIMe Tella, TO CCTb ΟΠΗΓΟΗ, OKCHIO MW TeTactTu. 
Kora OHM CTOAT Nepe HHMH, J1M60 ΠΟΙ͂ ΗΗΜΗ, Tak... 

AH@JIOrFMH4YHbIM O6pa30M M ἨἩΒΜΟΧΟΠΉΠΙΜΘ ΠΥΧΗ NOAYHHAWI 
CBOH Tela, - 1 UMelo B BUY, anocrpod UW ABOMHOKM ἃ ποοτροῴ. 
Tak... 

KpaTHMOMMOppooH CTaBHTCA MO OMaIOHOM, MW Mosyuaetcs 
aprocHHTeTOH. Mnoppow craBuTcs Nox MHacMon, MW MOMy4aetcs 
cHcMa, Tak... 

Anoppou xe - HM ΤΌΠΟ, HH AyX, a 3ByY4HO H MeFONMUHC 
Mcxolsllee H3 ropa KpaTKoe DBMwxKeHHe rojnoca. [lostomy ona 
M Ha3blBaeTCA MeJIOCOM. 


Mropa nepgoro [uxoca]? - BTOporo - TpeTbLero 

- YeTBEpTOrO- - Φτορᾷ ΠΠΔΓΆΠΒΗΟΤΙΟ ΠΕΡΒΟο- 
ro [Mxoca] - ΒΤΟΡΟΙΟ - HH3KOTIO - HeHAaHO 
ἼΘΤΒΘΡΤΟΙΟ - TOJIYPOHH - nosty@mtTopa 


Apyraa nonydtopa - 
Φτορο ἢ Ha3biBaeTcH y MpeBHHX ἡ TeMaTHcMOc, 4H Text 
ἌΠΠΥΗ, HW ΞΗδρκομοῦ. 


OcHOBHbIe HAa3BaHHA BOCbMH HXOCOB 


4 


ΠΟΡΒΡΙΠΜ Ha3biBaeTcs JOpMHcKiM BTOpOH - yoni 
CKHM TpeTHH - ΦΡΗΓΜΟΚΗΜ YeTBEPTLIH ~ μηκοῦ 
πο ΚΗΜ ΠΙΔΓΆΠΡΗΒΙΪ ΠΟΡΒΟΙῸΟ [Hxoca] - vey 
pHiickKHM TWarasibH bl BTOporo - rnnonuagni: | 
CKMM ΠΠΑΙΓΑΠΡΗΒΙΠ TpeTbero, WIM “HH3KMK", - ΓΗΠΟ.- 
ΦΡΗΓΗΌΚΗΜ TWlarasibHbIM YeTBepTOTO -ἰ ΓΜΠΟΜΗΚ.- 
ΟΠ ΟΚΗΜ 
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J1.5106. ΠΟΡΒΡΙΝ BTOpoH TpeTHh yeTBepTbIn 
TWiarasibHbin MepBoro TW1arasibH bivi ΒΤΟΡΟ- 
ro ΠΠΑΓΆΠΡΗΒΙΪ TpeTbero, WIM "HH3KHH M ππᾶ- 
TaIbHbIM YeTBEPTOTO 

CpeHHHbIM ΠΟΡΒΟΙῸ [uxoca] sABIaeTCH HH3KHMKM, cpeqMH- 
HbIM ΒΤΟΡΟΙῸ - ΠΠΑΓΑΠΡΗΡΙΜ YETBEPTOTO, CpeAHHHbIM TpeTbero 
- ΠΠΑΓΑΠΒΗΒΙΝ MepBoro, cpeqWHHbIM YeTBepTOTO - ΠΠΑΓΑΠΡΗΒΙΝ 
BTOporo. 

[Inaranbuble [Mxocbl] HMMelOT CpeXHHHbIMH BOCXOAMIHe 
[uxocbI], KOTOpbie MbI Ha3biBbaeM ΠΗΦΟΉΜΗΜΗ. I[InaranbHbih 
ΠΟΡΒΟΙῸ [Mxoca] uMeeT AudoHHeH TpeTuN [uxoc], Τὰ Κ : 
ΠΠΆΓΑΠΡΗΒΙΪ ΒΤΟΡΟΙῸ - 4eTBEPTbI, a ἨἩΜΞΚΗΝ [MMeeT πηῷο- 
ΗΜ ἢ] περ [uxoc], τὰκ ; ΠΠΑΓΑΠΡΗΒΙΪ ὩΘΤΒΟΡΤΟΓΟ 
uMeeT [MMdoHHeH] Βτοροΐ [χοῦ]. ἢ 06 35ΤΟΜ - Bee. 


bospume Oe33By4Hble 3HaKH, KOTOpbIe 
HA3bIBAIOTCH ΘΟΠΡΙΠΉΜΗ HNOCTA3aMH. 


OHH CYIIECTBYIOT TOJIbKO AIX XMPOHOMMM, a He UIA 
ΜΗΤΟΡΒΆΠΔ. bes3sByyHble 3HaKM TaKMe: HCOH @_. MapakiWTHKU 


“Zz κΚρᾶτημα st. πη #y- Kwinema “WS 


aHTHKCHOKMWINCMa “YL. TPOMNKOH ) 3KCHCTpenToH ‘l 


TPOMHKOH CMHarMa TPOMHKOH OMaJIOHa 
q3aKHcMa lICH@UCTOH TICHMUCTOH CHHarMa 

ΓΟΡΙΌΗ aproH CTaBpoc ΔΗΤΗΚΘΗΟΜΆΑ 

OMaJIOH TeMaTHCMOC 300 ,»  Apyron 
[TemaTHc Moc] 3KCO gnerepMa MapaKka- 
necMa KCHpOH KjlacMa aprocuHTe- 
TOH Apyrow [aprocHHTeToH] McanTbipy ypaHHc- 
Ma anlowepMa Tec Ke Δ ΠΌΤΕ Tema 8Π- 
YH XOpeBMa licM@UcTonapakasiecmMa Tpo- 
MHMKOMapakaslecmMa mHacmMa cMcMa ΠΗΓΜΟΜΆ 

CMHarMa BapHa 9HapKcHuc 
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KommMeHTapuu 


K JI.41. 

Kak yxe yka3bIBaocb, Mocye ὁρᾷς HayMHaeT M3JIaraTEcs 
TpaktaT [IcesBgo-JJamacknHa. B Codex Lavra 1656 (Tardo 208) 
3asHKcuposBaHHomy B PAHK 63 TekcTy mpesilliecTByeT Takoe 
nocTpoeHHe: 

"Καὶ ἰδοὺ πνεύματα᾽ τέ-- "Tak BoT,  [cylecTByIOT| 
σσαρα. ἐκ μεταφορᾶς οὖν YeTbIpe Ayxa. Ilo sTHM UYeTbIpeM 
τούτων TOV τεσσάρων καὶ ἐν τῇ [πΥχᾶΜ] ἢ Β MY3bIKaJIbHOM μΜο- 
μουσικῇ τέχνῃ πνεύματα té KYCCTBe MBI WHOCKa3aTCJIbHO 
σσαρα λέγομεν᾽ & καὶ πρόσω ὁ YNOMMHACM ΟΤΡΙΡΟΧ ΠΥΧΟΒ, ο | 


1 


λόγος εὐρύτερον διδάξει ἡμᾶς. ΚΟΤΟΡΡΙΜΗ 6onee ΠΟΠΡΟΘΗΟ 03- 
HaKOMUMCSA B ΠΆΠΡΗΘ,ΠΠΘΜ΄. 

2 CopeplleHHO OYeBHAHO, YTO ΠΕΡΒΡΙῈ WBa Wyxa - ΚΟΘΗΠΗΜΆ 
WM ἩΠΟΜΠΗ, a BTOpbie - 3adpoH MW ΧΆΜΗΠΜ. | 

3 Cyna ΠΟ Bcemy, 30e€Cb BeZeTCA pews O ΡΆΞΗΜΠΕ B TOJIKO- | 
BaHHH TepMMHa τόνος: Kak MHTepBala BENMYMHOM B TOH VM Kak | 
HOTOrpaduyeckoro 3HakKa, yKa3biBalolero πο KOHKDpeTHBIii 
WHTepBat (φωνή), πΗῦδο icov. WMeHHO TakKHe 3HaKH 
KBaM@UUMpOBaHCb KaK τόνοι. 

HetpyHO ΠΟΗΞΤΡ, 4YTO NOABMBWMcA B PAHK 63 oGoporT ov 
κυρίως, GAA ΒΠΉΘΤΟΙ aeMeHTapHol οἰπμόκοΐβδ Nepemucuuka, 
KOTOpbIM MO HEBHUMAaTebHOCTM COBMECTHI ὁ [ἐκ τόνου... ] C οὐκ 
[ἔστι τόνος] κορίως, ἀλλά... 

1 CopepilieHHO oO4YeBHAHO, TO MONOKeHHA ΤΡΆΚΤΩΤΑ 
Ironemes o τόνοι (Αρμονικά II 10) He MMeIoT HHYero OGuero c 
τόνοι BH3AHTHUCKOH MY3bIKAIbHOK Teopun. B ΠΟΟΠΕΠΗΘ ἢ oHn 
CyKaT cBOeOOpa3HbIMH HOTHbIMH 3HaKaMH, ἃ B COYMHEHHH 
Iironemesa, Kak M ΒΟΟΟΙΠΟ B aHTHYHOM MY3bIKO3HaHHH, Tep- 
MHHOM τόνος O603HaYaJIMCb TOHAJIBHOCTH - BLICOTHbIe ypoBHit 
WaNOBO-TeTpaxOpAHbIX OpraHh3allMu: πορηβοκοῦ, Mpurnwicxoil. 
WMaMNckon MT. QO. (cM.: Lepyuman E£. AHTMYHOe My3bIKanbHoe 
MbILUJIeHHe, 61 - 69 κι ApyrMe; pasyMeeTca, 3THM Xe TEPMHHOM 
oOo03HayaIMcb WM Apyrve MY3bIKaJIbHO- TeopeTH4YecKMe KatTe- 
TOpHH, cM. KOMMeHTapHH | kK J. 45). CrpemieHve cBas3atb 
NPMHUWUMNbI BH3AaHTHHMCKOM HOTalHN Cc NONOKCHWSIMH aHTH4- 
HOrO MY3bIKO3HaHHA OOYCIOBIICHO XKeNaHHeM YBHULETh WCTOKH 
ἨΘΒΜΘΗΗΟΙ HOTOrpagmun B ΓΠΥΘΟΚΟΙ͂ ApeBHocTu. CormacHo xe 
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BH3aHTHHCKMM ΒΟΞΒΡΘΗΜΗΜ, DaBHAS ΤΡΆΠΗΠΜΗ ABJISIeTCA 38Ππο- 
ΙῸΜ BepHOCTH HW ΗΔΠΘΊΚΗΟΟΤΗ ὙΠΘΗΜΗ, HOO OHO ΒΡΙΠΘΡΣΚΆΠΟ 
WcIIbITaHve ΒΡΘΜΘΗΘΜ. 

5 HykKHO ΠΥΜΆΤΡ, 4YTO 3Π60}» ΠΟΙ͂ ΤΟΡΜΜΗΟΜ οἱ σύνϑετοι τόνοι 
ΠΟΠΡΑΞΥΜΘΒΔΙΌΤΟΣΙ 3HaKH, TpadWKa ΚΟΤΟΡΒΙΧ MpelcTaBAeT co- 
6ol coelWwHeHNe Gonee npocTbiIx HayepTaHHv. ΒΉΠΗΜΟ, B 3TOM 
cmpicne Tappuns (Gabriel 58, 227 - 60, 228) mullet, ΤΟ KpaTu- 
ΜΟΜΠΟΡΡΟΟΗ - σύνϑετον M3 KpaTHMbI H alloppou, a aHTHKe- 
HOKMMcMa ~ σύνϑετον 93 KMJIMCMbI HW aHTHKeCHOMHI (ibid., 66, 
2126 - 218) uw T. 4. Εσοπῇ 3To ΠΟΟΤΒΗΤΌΠΡΗΟ Tak, TO Tora 
BH3aHTHHCKHe MY3bIKaHTbI MOCTaTOUHO BOJILHO OOpalllayIMcb ὁ 
TEPMMHOM τόνος: C OAHOM CTOPOHbI, OHH onpeleiaANH UM 
MHTepBalbHble 3HaKM WM MCOH, ἃ ὁ Apyrom - Oes3BydHbie MMoc- 
Ta3bl. 

6 AMeHHO W3-3a 3TOM cbpa3bI A OCTaHOBHA CBO BbIOOp Ha 
ol ἀσύνϑετοι τόνοι. Betb KaK pa3 “MpocTbIe TOHBI" yKa3bIBaloT 
Ha KOHKpeTHbIM HHTepBad. 

’ B onyOnukopaHHbIxX pyKOMMcax TekcTa Tpaktata ITIcesyo- 
JlamMackwHa B ΠΡΟΠΙΠΘΟΤΒΥΙΟΙΠΘΗ “WacTH OTCYICTByeT YyIMOMH- 
HaHwve 06 STHX Z3JIEMCHTAX. 

ὃ Kak M3BECTHO, 3TO yueHHe 3apomMioch B TIyOoKOH Apes- 
HOCTH; CM., HallpuMep: Aristotelis “Metaphysica” I 3 9§3b 19 - 
984b 23. 

? ABTOP ΒΗΠΗ͂Τ OGUIHOCTh MeXAY copa3MepHBIM UM rapMo- 
HV4HbIM ΟΟΘΠΜΉΘΗΜΘΜ ΠΡΗΡΟΙ͂ΡΕΙ WM coyeTaHHeM 3BYKOB B My- 
3bIKAIBHOM MCKyccTBe. be3sycNoBHo, ΠΡΗΠΑΓΆΤΟΠΡΗΟΘ ῥυϑμητική 
(pyKOMMCHBIM BapvaHT pv3piuKn) HYKHO ΠΡΟΜΞΒΟΠΗ͂ΤΕΡ oT 
ῥυϑμίζω. ΟἼΘΒΗΠΗΟ, 4TO ἢ ῥυϑμητική (scilicet τέχνη) γποτ- 
peOliseTca 3ΠπΠ600» HE B Y3KOM ΟΜΒΙΌΠΟ, Κακ “pHTMHYeCKoe 
MCKYCCTBO’, ἃ B LWHPOKOM - COpa3MepHoe, cTpolHoe, ynops- 
ΠΟΊΘΗΗΟΘ MW TapMOHM4YHOe HcKyccTBO. B 3ToM cMbicne ἥ 
ῥυϑμητικὴ τέχνη AHANOTHYHO paHHEBH3aHTHIicKOoH τέχνη 
ἁρμονιῶν τε καὶ ῥυϑμῶν (Aristidis Quintiliani De musica IT, 6; R. 
Winnington-Ingram, 61) “aM ἡ μουσικὴ τέχνη (Bacchii Isagoge 
77, Jan 309). Ecnw ΠΤ elle ΠΆΠΒΙΠΒ sriy6b BeKOB, To ἢ 
ῥοϑμητικὴ τέχνη COOTBeTCTByeT ἁρμονική KaK “croco6HocTu 
BOCHIPWATHA ΡΑΞΠΜ ΜΠ B 3BY4aHUAX TO BbICOTe ἢ HH3MHe ἡ“ 
(δύναμις καταληπτικὴ TOV ἐν τοῖς ψόφοις περὶ TO ὀξὺ καὶ TO βαρὺ 
διοιφορῶν"". -Ptolemai Harmonicae I 1, 1. Diring, 3). Apyrumu 
33. 3aka3 N° 2443 Si 


cnoBaMHv, ἧ ῥυϑμητικὴ τέχνη - MpolowKeHve MHOTOBEKOBOHM 
TpalMUMM ΟΠΡΟΠΘΠΘΗΜΗ My3bIKAIbHOTO HCKYCCCTBA. COBHO B 
nowTBepxieHHe sTorO, Ha Π. 42 οὔ. nyONMKyeMOH pPyKOMNcH 
jaeTca xapakTepvcTHkKa ἢ ῥδυϑμητικὴ φωνή KaK NeHHA “B οο- 
OTBeETCTBHH C MeNOZMYECKMM CTpoeM HU B 3aBHCHMOCTH OT 
TapMOHMYecKOH MocsesOBaTeJIBHOCTH vpMoca” ("μετὰ τάξιν 
ἐμμελῶς καὶ κατ ἀκολουϑίαν τοῦ εἱρμοῦ ἐναρμονίως"). Bostee 
Toro, aBTOpy TpakTaTa 3TO ὙΥΒΘΡΆΠΘΗΜΗΘ ΠΟΚΑΒΆΠΟΟΡ ΗΘΠΟ- 
CTaTOYUHbIM, H OH ΠΟΠΟΠΗΜΠ H3NOKeHHOS paso "τὸ εὐτάκτως 
ἀδόμενον μέλος" ("ynopsodeHHo Nowuulniica Menoc “). Bce 9τὸ 


ΠΆΠΟ OCHOBaHMe MepesecTH ἢ ῥυϑμητικὴ τέχνη KaK “TrapMo- 
HHYeECKOe μοκυοοτβο΄. 


K 1.41 οὔ. | 

| Kak V3BeCTHO, CYHIECTBHTeMbHOe τόνος MPOMSOLIIO ΟἹ 
rmarona teive ("“HaTArMBalo’). 

2 Tcanom 150. 3necb BaxXHO O6paTHTb ΒΗΜΜΔΗΜΘ Ha TO, Ἧτο 
WHTaTa, ΠΡΗΒΟΠΘΗΗΔΗ B TeKCTe, HMCHOMb3yeT COBO ἤχος He ΒΕ 
3HAYCHHH ΠΑΠΟΤΟΗΔΠΡΗΟΪ ΟΡΤΔΗΜΒΆΠΜΗ, ἃ KaK OOOSHAYeHHe 
9NeMeHTapHoro 3ByKa. ΟΠΗΔΚΟ ΒΡΗΠ ΠῊ ὈΠΟΠΥΕΤ ΠΥΜΆΥΒ, ἯΤΟ 
aBTop TpakTaTa He ΠΟΗΜΜΔΠ STOTO. iat BH3AHTHMCKMX HW ποςτ- 
BH3AaHTHMCKHX My3bIKaHTOB TEpMHH ἦχος Bcerya OJIMLUETBOps: 
CHcTeMy OKTOMXa, H AJ ΔΡΓΥΜΘΗΤΑΜΒΜΗ͂ ee BAKHOCTH OBIT: 
ΧΟΡΟΙΠΗ Bce cpencTBa. Ec ΠΗΤΆΤΟΪ 93 ncamma 150 agBrtop 
yNaBayloch JOKa3aTb XOTA Obl ApeBHOCTh CaMOTO CIIOBAa ἦχος, τ΄ 
TEM CAMBIM CO3HaHMe “ΜἩΤΆΤΟΠΗ ΠΟΠΒΟΠΜΠΟΟΡ K MBICJIM ἡ 
IpeBHOCTH JIalOTOHAJIbHOW CHCTeMBbI OKTOHXA. 

3 BesycnosHo, B ΡΑΗΚ 63 owm6ka, Tak Kak HaCTpoMikKa Tie; Ϊ 
ΒΟΙῸ Hxoca pacneBaeTca Ha COM avave ἄνες, KAK HM Sadi! 
cupoBaHo B C u L. 

4 ""Επέστη ἡ εἴσοδος [τοῦ ἐνιαυτοῦ] ©. 

5. Cxopee Bcero, Β ἨΆΠΆΠΘ 9ΤΌΓῸ BONPOCHTeNbHOTO npe 
ΠΟΧΟῊΜΗ ΠΟΙΚΗᾶ 6biNa cTOATb He conjunctio disjunctiva * | 
adverbium interrogatium ἡ. | 

6 3yaKOMACh C 39TMM GparMeHTOM, HyYXKHO MMeCTL B Ball 
cnenyloulee. ABTop W3MaraeT MaTepHall Tak, ΤῸ ΒΗΘ 3aBric 
MOCTH OT TONKOBaHHA TepMMHa ἦχος - ΟΥ̓Ρ 3TO Mpocto 3: 
HH ΠΆΠΟΤΟΗΆΠΡΗΟΟΤΡ - ΒΟΟΙΠᾺ MepBHYHbIM OKa3bIBaer 
MMeHHO TO ABIeHMe, KOTOpoe ONpekxeIAeTCA STMM cCyOBCY 


Ι 
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Ecau ἦχος - 3BYK, TOMA μέλος - NorMyecKH OpraHH30BaHHbiit 
ΚΟΜΠΠΟΚΟ, COCTOAIMMH M3 CepHH TAKHX 3BYKOB, H MOTOMY ἦχος 
NeXT B OCHOBe μέλος. Ecmm xe ἦχος - NaOTOHAbHOCTD, 
Torga μέλος - MEMOAMYeCKAA NMHUS, ΠΟΠΗΟΟΤΡΙῸ 3aBMCAMad OT 
ΠΆΠΟΤΟΗΏΠΡΗΟΟΤΗ (ἦχος), B ccdbepe KoTOpoH ona cdopmu- 
popanacb. ΠΡΕΠΟΤΑΒΠΊΘΤΟΣΙ, ἯΤΟ rpeyecKHe MYy3biIKAHTbI ΜΡΙΟΠΗ- 
ΠΗ W3araeMble B TpaKTaTe ΠΟΠΟΣΚΘΗΜΣ B OOOHX pakypcax. 

7 TonbKo ΠΡῊ Takom mnepesoge pluralis τοὺς ἐναρμονίους 
λόγους BbIFIAIUT ΘΟΤΘΟΤΒΘΗΗΟ VM JOTHYHO. A ΠΟΞΒΟΠΗΠ cebe Tak 
MepeBecTH ὁ λόγος, IIPHHHMad BO BHHMA@HHe, 4TO BO BpeMeHa 
Bacunma KecapuiicKoro (cM. πον ἢ KOMMeHTapHn) ΟΡΙΠῊ 
CWIbHbI HEONMdaropelickve TeHCHIMM, B Ciepe ΚΟΤΟΡΡΙΧ ὃ 
λόγος MBICIIMJICA, CpeMH Mpouero, ΜΚ ΚᾺΚ MATe€MATNYECKOE BbIpa- 
*KeHHe MY3bIKAIbBHOTO MHTepBaa. 

8 Cpo6oaHO NepenaHHble cnopa Bacunusa Kecapulicxoro (Jn 
psalmos), KOTOpbie B NOANMHHVKEe H3OXeHBI Tak: 

"Qote ὁ ψαλμὸς λόγος ἐστὶ "Μδο ποᾶπμ - 3TO My3bl- 
μουσικός, ὅταν εὐρύϑμως κα- K@IbHad pedb, Kora WHCTpy- 
τὰ τοὺς ἁρμονικοὺς λόγους MEHT M3AUHO OpsLaeT B corma- 
πρὸς τὸ ὄργανον κρούηται. CHM C ΓΩΡΜΟΗΜΊΘΟΚΗΜΗ HHTep- 
ὠδὴ δὲ φωνὴ ἐμμελὴς ἀποδι-- ΒΑΠΑΜΗ [ronoca]. Tlecub xe - 
δομένη ἐναρμονίως, χωρὶς τῆς 910 CTPOMHO HcromHsIeMoe Mc- 
cuvnyicsac τοῦ εἀργάνου" ΟΠ ΕΟ ΟΣ Tenne 663 COBMECT- 
(PG 29, 305). HOTO 3ByY¥aHHA C ΜΗΟΤΡΥΜΘΉΤΟΜ 


9 ψάλμος ἐστὶ - ἐκφώνησις = Gregori Nysseni In Psalmos. Cap. 
lil// PG 44, 493 B. 

10 OrHocutenbHo Aivoi cM.: Βεργώτης Γ΄. Λεξικὸ λειτουργικῶν 
καὶ TEAETOUPYLKO@V ὅρων. Θεσσαλονίκη 1988, 12-13. 

ΕἸ TIapadpa3 u3 ncamma 146: “Aivete tov Κύριον ὅτι ἀγαϑὸν 
ψαλμός, TH θεῷ ἡμῶν ἡδυνϑείη αἴνεσις" - “Cnappte Tocnoga, 
ΠΟΤΟΜΥ 4TO ΠΟΔΠΜ - ποῦρο, {a] nmoxBana bory Haluemy - 
ΟΠΆΠΟΟΤΗΔ " (TpaqMMMOHHbIN MepeBoy, HECKOJIbKO WHON),. 

12 Kak ΒΗΠΗΟ, BH3QHTHHCKHe MY3bIKaHTbI ΜΟΠΟΠΒΒΟΒΏΠΗ B 
3TOM ΟΠ 86 GIM30CTbh 3BYYaHUA CHOBA φωνή ἡ BbIPAKeHHA φῶς 
εἶναι νοός. KpoMe Toro, TaKoe TONKOBAaHHe φωνή HAXOAMNOCh B 
pycyie pacnpocTpaHeHHbIX BO33pecHHH, B OCHOBE ΚΟΤΟΡΡΙΧ 
ΠΟΣΚΔΠΗ HOBOZaBeETHbIe TipescTaBeHHA o cBeTe (Leanzeaue om 

ἤοαημα 1, 6-9; 3, 17-20; 12, 36; 12, 46; [Hepeoe nocaanue 
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Hoanna 2, ὃ -11; 5, 20; Tlocaanue pumaanam 13, 12; Tlepeoe 
Ilocaanue Deccanonukuiuam 5, 5 4 wWpyrne). 


K 1.42. 
1 Cnenyioummi ΦΡΆΓΜΘΗΤ ΠΡΕΠΟΤΆΒΠΗΘΤ co6oh 6yKBaIbHbIC 
WM W3MeHeHHbIe 3aMMCTBOBaHHMA 93 Moana Xpncoctoma: Joan- 
nis Chrysostomi Exposito in psalmum XLI (PG 55, 156 - 157). 
2 KoneyHo, y HMoanHa XpucocTroma 3To u3I0KeHO Gonsiee | 
KpaTKO Ἡ 6omee 4YeTKO (Kak NO CMbIC.1y, Tak ἡ TpaMMaTH4yecKH): . 


"Enel οὖν οἰκείως ἡμῖν ΑΚ Kak Ayula Halla 
πρὸς τοῦτο ἔχει τὸ εἶδος τῆς MMeeT ΟΚΠΟΗΉΟΟΤΕ K 5ΤΟΜΥ 
μ {ς i @ i) -- 
τερψεῶς ἢ ψυχῆ, ἵνὰ μὴ, ats YHOBOJIBCTBHA, TO “Ἕ | 
¢ f 
πορνικὰ ἄσματα ot δαίμονες bl 3106 AYXH, BBOWSIUIMe 


pacnyTHble necHH, He YHNY- 
ΤΟΣΚΗΠΗ Bce, bor ΒΟΞΠΒΗΓ 
IIC@IMbI, MOTOMY 4TO [Hx] 
leno - B OAHO MH TO XE Bpe- 
ΜΞ YHOBOJIbCTBHe WH MOJIb3a 


εἰσάγοντες, ἅπαντα ἀνα- 
τρέπωσι, τοὺς ψαλμοὺς ἐπε-- 
τείχισεν ὁ Θεός, ὥστε ὁμοῦ 
καὶ ἡδονὴν τὸ πρᾶγμα καὶ 
ὠφέλειαν εἴναι" (ibid. 157) 

3 HaynuHas c 9ΤΟΙῸ MecTa, ἨΘΤΟΊΗΟ ΗΞΠΔΓΆΘΤΟΙ UMTAaTa Μ83 
Bacuaua Kecapuiickoro: Basilii Magni Homilia in psalmum I 
(PG 29, 212). 

4 -Y Bacunua Kecapniicxoro (ibid) cKa3aHo 6onee 
ΟΠΡΟΠΕΠΘΗΗΟ: "οἱ νεαροὶ τὸ ἦϑος" - "OHO MO HpaBy”. 

> Hopoe 3ΔΗΜΟΤΒΟΒΔΗΜΕ y Bacwiua Καοοαρμἤοκοτο (ibid, 


213). 
° Βαομπμε Kecapuiicxoro: "τὰ δὲ μετὰ τέρψεως καὶ χάριτος 
εἰσδυόμενα μονιμώτερόν πὼς ταῖς ψυχαῖς ἡμῶν ἐνίζανει" - " To, 


ΤΟ TIPOHMKaeT C ἨἩΔΟΠΘΣΚΠΘΉΡΘΜ HM BOCTOproM, KaK 6bI ocTa- 
eTCA B Ayiulax HaLiMx”. 

7 XoTsd COBepleHHO OYEBHAHO, ὍΤῸ 9170 BOMpocuTenbHOe 
ΠΡΘΗΙΠΟΣΚΘΗΜΘ, HO HH PAHK 63, Hu C, Hu L He ZawT Bonpo- 
CHTEJIbHOTO 3Haka. 

ὃ Bropas' ΠΟΠΟΒΗΗΔ Y Beka. 

9 Kak W3BeCTHO, HMCHHO 3TH CBezeHHA coobllaceT Deono- 
put KupceKxni (oKono 393 - oxono 466 Ir. ) B cBoenH "Historia 
ecclesiastica” (11 24, 8): ".. Onapnan un ΠΗΟΠΟΡ, eute He 
3QHATbIC CBOHM CBAIICHHHYeCCKHM CiIyKeHHEM HM BCE ΕἸΠΕ 
NpWuncssemMble Κα MMpsHaM, JEHHO HM HOLIHO BOOLYWeEBISIIN 
BCeX B CTpeMJICHHMM Καὶ OslaroyecTHlo. OHM ObIM NepBbIMH, KTO 
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pazlenu HanBoe (διχῆ διελόντες) XOpbI ΠΟΙΟΙΙΗ͂Χ ΠΟΔΠΜΒΙ H KTO 
Hay TeTh ΠΆΒΗΠΟΒΥ MecHb Yepenyach (ἐκ διαδοχῆς) ". 
Οπηᾶκο, COrmlacHo CBHeTembcTBy Cokpata (oKono 380 - 450 
Ir. ), HeHHe DZBYMA ΧΟΡΆΜΗ ObWIO BBeAeCHO elle Ha pybexe | u 
II ΒΒ. AHTHOXHMCKMM emMckonoM VWruatuem (Socratis Historia 


ecclesiastica VI 8): “ WUrxatuio uz AHTMoxuu CupHiicKon, 
TpeTbeMy ΘΠΌΚΟΠΥ mocme anoctona Iletpa τ 3HaKOMOMY c 
caMMMM allocToNaMM, ObWIO BUMeHHe aHTesIOB, CNaBOCJIOBUB- 
mux CaaTyio Tponlly aHTH@OHHbIMUM FHMHAMH, M OH MepeHec 
clioco6 NeHMsI, KOTOpbIM y3pesl BO BpeMA BYAeCHMA, B AHTHO- 
XMHCKy10 ΠΘΡΚΟΒΡ ἡ. 


K 1.42 οὔ. 

! KoHedHo, Bp ΠΗ pyccKoe “ZpeMaTb” MOXEeT TIOJIHOCTHIO 
TlepeqaTb CMBICH ναρκάῳ (lemeHelo, HeMelO). OnHako B JaH- 
HOM cyayyae TpyqHO ΠΟΠΟΌΡΆΤΡ Apyron Maroy, KOTOpbIM co- 
OTBETCTBOBaJI Obl HE TOJbKO CeMaHTHKe MpeyecKOrO CAOBAa, HO 
VM ClOKeTHONM CUTYaLMW, ONMChIBAIOLUeENCA B TCKCTe. 

2 HykKHO IyMaTb, 4TO 3Π80}» yrBepxaaeTCA Taka ΜΒΙΟΠΡ: 
ΠΟΤΡ ᾿ΠΟΟΡΘΠΟΤΒΟΜ HeKoero ΚΡΗΚΩ ἡ - 3HaYMT NeTb MOZOOHO 
TeM, "KOTOpbie ΠΟΙῸΤ My3bIky". He ΜΟΚΠΙΟΊΘΗΟ, ITO B DaHHOM 
ciyyae Mod 7 μουσική ΠΟΗΗΜΆΠ8ΟΡ He WepKOBHad MY3bIKa, a 
MHpcKad My3bika. Beyb OlarowqapaA cBoenw ‘xyoxXecTBeHHOH 
cBoboge", CBI3aHHOM C MUCIIONb30BaHHeEM CaMbIX pa3JIMYHbIXx 
CpeACTB My3bIKasIbHOM BbIpa3sHTeNbHOCTH, ΠΡῊ ΟΠΥΙΠΒΗΜΗ ΟΤ- 
ΠΕΠΡΗΒΙΧ TpoM3sBeqeHHU OHA ΜΟΙΠᾺ TONKOBAaTbCA KaK MUCTION- 
HAeMad ᾿ΠΟΟΡΟΠΌΤΒΟΜ Kp¥Wka". B cBa3M Cc 3THM MOXHO ΒΟΠΟΜ- 
HUTb "CaTaHHHCKMe MWIACKM W OeCCMBICIeHHbIe KpHKH" (ἄσημοι 
Kpavyai), O ΚΟΤΟΡΒΙ͂Χ ΠΗΙΠΘΤ xpoHucT Teoprui Kexpun (Georgii 
Cedreni Historiarum compedium //PG 122, 68 B-C), nan 
"GOECCMBICIICHHbIc ΒΟΠΠῊ " (Boot ἄτακται), yMOMMHAaeMbIe B 75 
Kanone [lecroro BceneHckoro co6opa (cM. KOMMeHTapHii 6 kK 
HaHHOMy JIMcTy). Bce 3TH xapakTepHcTHKH COOTHOCHIIMCch ὁ 
ΗΘΠΘΡΚΟΒΗΟΜ My3bIKOM VW Cc MeHHeM, "He CBOHCTBCHHBbIM LepK- 
BH (ibid. ) (Toapo6Hee 06 9ToM ομ.: Jepyman Ε. BusaHtTHilicxoe 
MYy3bIKO3HaHMe, | 1-13). 

3 KoneyHo, cioBo ἔμμουσα HempHemiemo. Uro xe KacaeTcs 
MIpHyacTHA ἐμμέμουσα, TO OHO BBbIZbIBAeT COMHEHHS. B mepe- 
BOe Xe OTpaxkeHa CKOpee CMBICJIOBAaN HallpaBJICHHOCTb Iiper- 


a1? 


NOXKeHHA, ἨΘΣΚΘΠΗ ero GyKBaJIbHbIM ΟΜΡΙΟΠ (MOSTOMY He coxpa- 
Husics singularis ἐπὶ τῇ δυνάμει τῇ σῇ). 

4 CM. KOMMeHTapHii 6 K ΠΔΗΗΟΜΥ ΠΗΟΊΥ. 

> WutTepecHo, uTo Β ABYX ΟΠΘΗΥΌΠΙΗΧ NoLpal mpeznoxe- 
HHAX κανών HMCHONb3yeTCA B ΠΒΥΧ 3HAYCHHAX: CHayala kak 
“yCTaHOBICHHe", a 3aTeM - KaK BOK@JIbHbIM ΚΔῊΡ WepKOBHON 
MYy3bIKH. MoxHO IipegqmonaraTb, ἯΤΟ TaKMM o6pa30M aBTop 
xoTe NepeqaTb YICHHKy CBeACHHA O ΠΒΥΧ CMBICJIOBbIX YPOBHAX 
ONHOTO WM ΤΟΙῸ xe TepMHHa. OWHAaKO He MCKIIOYEHO, YTO BCE 
6bLI0 HaMHOTO Mpollle, H B CO3HaHMM aBTopa 06a 3Η8ΊΘΗΜΗ 


CWIOBa ᾿ΚΔΗΟΗ He ΠΟΠΡΑΞΠΟΠΗΠΗΟΒ. 
6 Tloyrm TOUHaN ΠΗΤΆΤΑ Μ3 75 KanHona ILlecroro Bcenex- 


ckoro Codopa 

"Τοὺς ἐπὶ TO ψάλλειν Ev 
ταῖς Ἐκκλησίαις παραγινομέ-- 
νους βουλόμεϑα, μὴτε βοαῖς 
ἀτάκτοις κεχρῆσϑαι, καὶ τὴν 
φύσιν πρὸς κραυγὴν ἐκβιά- 
ζεσϑαι, μήτε τι ἐπιλέγειν τῶν μὴ 
τῇ Ἐκκλησία ἁρμοδίων τε καὶ 
οἰκείων᾽ ἀλλὰ μετὰ πολλῆς 
προσοχῆς καὶ κατανύξεως, τὰς 
ψαλμῷδίας προσάγειν τῷ τῶν 
κρυπτῶν ἐφόρῷ Θεῷ" (Ράλλης 
Κ., Πότλης Μ. Σύνταγμα... Τ. 2, 
᾿Αϑῆναι 1852, 478). 


OgHako moYeMy 3TOT ΚΆΗΟΗ aBTOp 


"Mbl xemaeM, 4YTOObI yuactT- 
ByIOlulMe B NeHHH B WepKBax He 
ynoTpe6isnw OecnhopsAOUHbIXx 
BomIeh WH He TpvHyxkKiain 
[cBoe] ecTecTBO K KPHKy, a TaK- 
6 He ΠΕΠῊ HMYerO H3 HeMoNO- 
6aroulero H He CBOMCTBEHHOTO 
LlepKsBv, a c OONLUIHM BHHMa- 
HHeM H OjlaroyecTHeM Μοποη- 
HAJIM NcaiIMOqMWH XpaHHTesiio 
cOKpoBeHHoro - Bory’. 


Halllero TpakTaTa 


ipunuchiBaeT cBATomy Iletpy? Κακοΐ cpaton [letp umeetca B 
puny? Ha ἜΤΗ ΒΟΠΡΟΟΒῚ | MoKa He Hallie] YLOBIETBOpHTeJb- 
Horo oTBeTa. JlyMalo, 4TO 3Π60» CKOpee Kakoe-TO Heopa3y- 
MeHHe, HEXKeJIN ΠΟΠΠΜΗΗΟΘ HCTOpNyeckoe ΟΒΗΠΘΤΘΠΡΟΤΒΟ. 

7 ΒΥΚΒΆΠΡΗΟ: " He HacumyiiTe ecTecTBO ΟΒΘΡΧ ΠΡΗΡΟΚΒΒΙ". 

8 CoBepHIeHHO OYeBHOHO, 4TO ΠΟΠΡΑΒΥΜΘΟΒΆΘΤΟΗ WMoaHH 
3naTOyct. 

9 Excerptum u3 “Csatrorpagua” (8), HO Mo dopmMe πρμοπο- 
coOsleHHoe K xaHpy “BompocoorBeTHuka”. B Codex ancien fonds 
grec 360 TO Ke caMoe M3IIOXKEHO TAK: 
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t τ " 

' Hoav μὲν οὖν «μέλη; ᾿ΚΟΗΘΊΗΟ, ΜΕΠΟΟΒῚ ΟΥΠΘΟΤ- 
καὶ πρὸ τοῦ γενέσϑαι τοὺς ΒΟΒΆΠΗ Ἡ ΠῸ ΒΟΒΗΜΚΗΟΒΘΗΜΗ 
ἤχους, πλὴν ἄηχα καὶ MXOCOB, HO ΓΠΥΧΗΘ HW He- 
ἀνάρμοστα καὶ thy φύσιν CTPOMHBIe, NpMHyxKdaloulue ec- 
πρὸς κραυγὴν καὶ βίαν TeCTBO K ΚΡΗ͂ΚΥ H BOIVII0, ΤῸ 
oe ar ι . = ΟΒΙΠῸ 3anmpelleHO ΟΟΣΚΘΟΤΒΘΗ- 
ἐκβιάζοντα ἃ καὶ παρὰ τῶν " 

; » νυ » ΗΡΙΜΗ yCTaHOBJICHHAMN  . 

SElIOV KAVOVOV δκωλύυϑησαν : 
(Raasted 16). 


10 Kak MOXHO IipefNonaraTh, TepMHHOM καβάλλα o603- 
HavaiHCh 3HaKM ApeBHeHilleH HOTalUMH, ObIBLeEH B ynoTpeb- 
neHHH B Bw3aHTHH ellle DO MOABIeHHA TaK Ha3bIBaeMOu 
"MAICOBH3aHTHUCKON', TO ecTb πὸ X Beka. [loka ἩΜΚΆΚΗΧ 
KOHKpeTHBIX cye0B 3STOM HOTalMM He yaasoch OOHapyXHTb. 
OHaKO, BMecTe c TeM, A ΠΟΞΒΟΠΙῸ ceOe BbICKa3aTb Ha 3TOT 
cueT lipeqnosioxeHHe: cKopee BCero, peyb ΠΟΙΣΚΗΔ ΜΠΤῊ M60 O 
HbIHe M3BECTHOM APeBHerpeyeckOH HOTA, M60 O KaKOH-TO 
€€ pa3HOBMHOCTH, cTaBlllei HeEKHM HepexoqHbIM HUCTOpH- 
YeCKMM 3TaNOM MexAY ApeBHerpeyecKOH U ΠΑΠΘΟΒΗΞΔΗ- 
THMCKOM HOTalMAMM. Cpe pa3yIM4HbIX ΠΟΚΥΜΘΗΤΟΒ, CBHIe- 
TEJIBCTBYIOIUMX B MONb3Y TaKOTO MpeqNoONOXKeHHA, yKaxXKy ΠΗῚΠΡ 
HeKOTODpbIe. 

B “Cssatrorpague" (11) HOTHbIe 3HaKH peBHerpeyeckoro 
JMXMMCKOTO ΠΗΔΤΟΗΜΊΘΟΚΟΓΟ 3ByKOpsga 3ΠΑΓΔΙΌΤΟΗ Nog Ta- 
KHM 3aTlaBveM: "Τὰ δὲ ὀνόματα τῶν δεκαπέντε τῆς μουσικῆς 
καβαλλίων εἰσὶ ταῦτα" (Raasted 18) - "ΗδΔ3ΞΒΔΗΜΗ ΠΗΤΗΔΠΠΆΤΗ 
ΚΑΒΑΠΙΗ ΜΥΞΒΙΚΗ TakMe". ΟΠΕΠΥΙΟΙΙΗΜ ΟΤΡΡΙΒΟΚ U3 ᾿Β5το- 
rpagija” (12) moka3biBaeT, 4TO ΟΥ̓ΠΒΟΤΒΟΒΆΠ ΠΟΡΗΟΠ, Kora 
HeEBMEHHble ObO3HaYeHHA COOCTBEHHO BH3aHTMMCKHX HOTA 
(‘TlaleOBM3aHTHiicKow" WIM “CpeqHeBH3saHTHiickoN") oOpsc- 
HAIMCh C TIOMOIUbIO "KaBasIMi", Tak Kak, Cy ΠΟ BCeMy, 3TOT 
TePMHH ObUI Gonlee M3BeCTeH ἩΜΤΆΤΟΠΗΜ MY3bIKaJIbHO-Teope- 
THYeCKMX pyKONMcew B KaYecTBe ferminus technicus, cneo- 
BaTebHO, Η Goslee pacnpocTpaHeHHbIM B Cpefle MY3bIKAHTOB, 
HEXKEIH σημάδια: 


"Σημείωσαι ὧδε περὶ “S3Hecbh HeoOxOMMO oObscHuTD 
τόνον Cray καὶ συνθέτων Ral —MIPOCTbIc Μ΄ χΟ ΟΝ ΚΊΌΗΜΙ, 
ὁποία δεῖ εἶναι τὰ κυρίως KOTOpble Β ΠΟΜΟΥΤΒΗΤΟΠΒΉΟΟΤΗ 


σημάδια κατὰ μίμησιν τῶν τῆς ἸΒΠΆΉΙΟΤΟΗ 3HaKaMH, Hamlonobue 


μουσικῆς καβαλλίων" (Raas- KaBaJUIMH B MY3bIKe . 


ted 20). 


EcTb Take cMbICi oOOpaTHTb BHMMaHWe Ha COBMeCTHOe 
ynoTpe6nmeHve NOHATHH ᾿ΚΑΒΆΠΠΜΗ M “COBepllieHHasA My3bIKa" 
(ἡ τελεία μουσική) B PAHK 63. KeraTHw, OTMeTHM, τὸ 
ΔΗΔΠΟΙΜΉΗΔΗ CeHTeEHUMA mpucyrcTByeT HU B Codex Vaticanus 
Graecus 872: "Πόσοι τόνοι εἰς τὸν Αγιοπολίτην, ὅσα καβάλια 
(sic) ἔχει ἡ τελεία μουσικῆ; — ΟΔῆλον ὅτι ie" (Tardo 167). - 
“CKONbKO TOHOB Β ᾿ΟΒΗΤΟΓΡΆΠΙΘ WM CKOJIbKO ΚΑΒΑΠΠΗΜΠΗ͂ HMeeT 
COBeplecHHad MYy3biKa? -OyeBHOHO, 4TO ΠΗΤΗΔΠΠΆΤΡ᾽. ΠΡΥΓΗΜΗ 
CNHOBaMH, "TOHBI" - KaTeTOpPHH WepKOBHOK MYy3bIKH, ΟΒΗΞΔΗΗΡΙΘ 
co "CBATOrpaaueM", a KaBaJIIMM OTHOCATCA K HekKOH "coBep- 
lWeCHHOHM My3bIKe". OTO ΤΆ ΚΘ CJIYKUT ΟΒΗΠΘΎΘΠΡΟΥΒΟΜ ΠΡΜΗΔΗ- 
JI@KHOCTH ᾿ΚΑΒΑΠΠΗΪΝΟ Κα aHTMYHOM MYy3bIKe, a ΤΆ ΚΟ K paH- 
H€BH3aHTMHCKOHM ΜΥΞΡΙΚΆΠΡΗΟΪ TeoOpHH, ABIIAIOWIeHCA HH4eEM 
HHbIM, KaK CBONOM ΠΟΠΟΣΚΘΗΜΠ ApeperpeyuecKOTO My3bIKO- 
3HaHHA. 3Π60}» OYeHb YacTO BCTpeyaeTcCA ompefeneHHe "τὸ 
μέλος τέλειον" - COBEPHICHHbIM MeyIoc", CM., ΗΔΠΡΗΜΘΡ: 
Anonymi Ars musica 12,29 (Najock 5, 9), Aristidis Quintiliani De 
musica I 4, I 12, [III 26 (Winnington-Ingram 4, 5, 28, 30, 130) u 
τ. 0. B pamkax Ke aHTHYHOrO TeopeTH4ecKOTO My3bIKO3HaHHA 
μέλος B aGCOJIOTHOM OOJIBUIMHCTBe cylyuaeB BbICTyMayl KaK 
CMHOHMM 7) μουσική, THompo6Hee o6 9T0oM cM. Jepyman ἢ. 
AHTH4HOe yueHHe o Μποὺ // KpyvTHKa HM MY3bIKO3HaHHe. 
Bautyck 3. JleHuurpan 1987, 114 -148. He uckmouyeHo, 4To 
ΠΆΡΔΠΠΕΠ MeExTy καβαλλία Mt τελεία μουσικῇ ΠΡΟΒΒΟΙΠΠᾺ v3 
ΒΞΑΜΜΟΠΘἤΟΤΒΗΗ καβαλλία ἡ τὸ μέλος τέλειον. Ἐπ xe 
BCIIOMHUTb 3HAMCHHTYIO aHTMYUHYWO “COBEpIIeHHyIO ΟΜΟΤΟΜΥ" 
(σύστημα τέλειον ἀμετάβολον), TO ΠΡΗΒΟΠΘΉΗΒΡΙΘ coobpaxeHusA 
He MOKaxXYTCH MCKYCCTBCHHBIMH. 

A pa3Be HeJIb3A ΠΡΟΠΠΟΠΟΣΚΗΥΡ, YTO ΚΟΥΠΙᾺ AHTMASbIMeCKMe 
HacCTpOeCHHA CMCHMJIMCh BOCXHUJeCHHeM Mepey ΚΥΠΡΤΥΡΟΝ Zpes- 
Heh ΘΠΠΑΠΡΙ, B HCTOpMyYecKOH MaMATH BH3aHTHHUeB DpeBHe- 
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rpeyecKawH My3biKa Mpeactana B Opeone “CcOBeplIcHHOH My3bI- 
kv"? B s1060M cilyyae CBA3b ΚΑΒΆΠΠΗΝ c JpeBHeMWMMH Mia- 
cTaMH HECOMHEeHHAa (CM. TaKKe KOMMeHTapHH | u 4 K I. 46). 

Il Besycnosyo, B PAHK 63 - προπγοκ, KOTOpBIM serKo 
BpoccTaHaBIMBaeTcA πὸ C nu L (cm. cHocky 41 K cooTsBeT- 
CTBYIOMWIEMy MecTy rpeyeckoro TekcTa). IIpH4HHbI Takoro Je- 
@ekTa JIerkKo o6bpacHuTb. []ponylieHHbId cbparMeHT o6pam- 
WACTCA τῶν, WH MepeMMCYNK, OCTAHOBMBIUMCh Ha ΠΟΡΒΡΙΧ τῶν 


γραμμάτων, MO HEBHHMaTeIbHOCTH ΠΡΟΠΟΠΣΚΆΠ 3aTeM IIMcaTh, 
HauyHHas yxKe CO ΒΤΟΡΒΙΧ. 


K 1.43. 


| ΜΗΒΡΙΜΗ cnoBaMH, cor WIM ΟΠΟΒΟ, Ha KOTOpbIM B py- 
KONMCH HalHcaH OJIMTOH, 3BY4YHT HECKOJbKO BbILIe, YM CJIOF 
WIH CHOBO c HCOHOM. Iipu nepeBoge 54. ΠΟΟΆΒΗΠ B ΚΒΑΠΡΆΤΗΡΙΧ 
ckoOKaxX "HeEMHOFO", TaK KaK HMEHHO 3TO Hapeyve ΟΠΡΟΠΘΠΒΘΤ 
He TOMbKO 3HavyeHHe TepMMHAa ὀλίγον, HO HM MOKa3biBaeT, 4TO 
WHTepBan, O6O3HaYaIOLUMHCA OJIMTOHOM, “MepeHocunT’ romoc Ha 
He3HA4MTeNbHOe yasieHHe OT BbICOTHOrTO YPpOBHSA, 3apHK- 
CHpOBaHHOTO HCOHOM. 

2 TIlpeanonokuTenbHoO, 3HaK OMTOHAa yKa3bIBall He TO/IbKO 
NOBbIWMeHHe Ha "OAHY CTYMeHb", HO ἡ "MarKkoe” (legato -? ) μο- 
ΠΟΠΗΘΗΜΒΘ 3ByKa. 

3 &ndotpopoc - GyKBaIbHO: O6pallleHHbIi B CTOPOHY. 

4 3necb ABHO Nowpa3yMeBaeTca 3HaK accentus acutus;, ὀξεῖα. - 
OYKBaJIbHO: “ocTpaa”. HeoGxoaHMO YYHTbIBaTb, ΤΟ HayepTaHHe 
OKCHHW Takxe ἩΠΠΙΟΟΥΡΗΡΥΘΤ “ocTpoTy’, BepHee, HyXHO ped - 
ΠΟΠΆΡΑΤΡ, ἯΤΟ Ha3BaHHe 3Haka NpOH30MWUIO OT OCObeHHOCTeH 
ero rpaduKknu. 

> He ΒΡΙΞΒΙΒΆΕΥ COMHeCHMM, 4TO 3TO OMMCaHMe ΠΟΤΔΟΤΗ B 
6obueH CTeneHH OCHOBbIBaeTCA Ha ΠΟΠΒΗΚΗΟΜ XHPOHOMH- 
YECKOM 2XKecTe, HEXEN Ha 53ΔΟΤΒΙΒΙΠΘ ἢ GdopMe 3Haka, Hayep- 
TaHHOrO B PyKOTIMCH. KoHedHO, dbopMa HeBMBbI TeTacTH Hallo- 
MHHaeT CBOHMM KOHTypaMH “pa3BepTbiBaHHe”. Ho 3anvcaHHbii 
3HaK HE MOXeT "pa3BepTbIBaTbca BHYTPb, a ΜΗΟΓΠΆ - Hapyxy’. 
Ha 3To cnoco6eH TONbKO XHBOHM XHPOHOMMYeECKHHM XECT, TIPH- 
3BaHHbIN H300pa3HTb HEBMY MW OYePpTHTb pyKOM B MpocTpaHcTBe 
ee KOHTypbI. Takoe HaOmoneHve NoauTBepxoaeT ἡ Codex Con- 
stantinopolitanus 811 (fol.172): 
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"τῆς δὲ πεταστῆς ἡ ἐτυ- "ΘΙΤΗΜΟΠΟΓΜΗ ΠΟΤΆΟΤΗ Β35ΤᾺ 
μολογία, ἀπὸ τῆς χειρονομίας M3 XMpOHOMHH, Μῦο ronoc 
ἐλήφϑη, οἱονεὶ γάρ πετᾶται ἡ COBHO MapHT M ΠΒΗΓΔΕΤ pyky, 
POV καὶ Kivet THY yelpa ὡς ΠΕ KPbLIOM . 
ntevpya" (Thibaut 1. -B. 

Etude... 155). 
ToT xe CaMbIM TeKCT CJIOBO B CJIOBO ΠΡΗΒΟΠΗΤ B CBOEM Tpak- 
tate Taspunun (Gabriel 60, 231-233). . 

ΡΟ» waeT He O KOHKPe€THOM MYy3bIKaHTe, a O HeKOM 
O60OLIEHHOM oOO6pa3e My3bIKaHTa - ΟΟΞΠΆΤΟΠΘ HOTalWN ἢ 
CaMbIM TECHbIM O6pa30M CBA3aHHOHM ὁ Heli XHPOHOMMH. 

7 KoHeyHo, 3To omvcaHve dopMb!l HeEBMBI CHCMbI. OHako 
OCTaeTCH HeMOHATHbIM ΥΤΒΘΡΟΚΠΘΗΜΟ, YTO Ha3sBaHHe CHCMbI 
o6ycJIOBIeHO TEM, 4TO B 66 H30OpaxkeHve BKIIOYaeTCA ΗΠΟΡ- 
pov. CornacHo xe Tappuuny, cucma (oT rmiarola σείω - "Tpa- 
cy’, “paclaTbrBalo") nomwyuwia cBOe HaHMeHOBaHHe OT Toro, 
ΤΟ OHA "pacillaTbIBaeT HM H3MeHSHeT Fonoc" ("σείει γὰρ... καὶ κινεῖ 
τὴν φωνήν" - Gabriel 70,354-356). Cyaa mo BceMy, 9ΤῸΤ 
@parMenT Tekcta B PAMK 63, a TaKxe B C nu L ΞΑΗΜΟΤΒΟΒΔΗΒΙ 
M3 QedeKTHOrO HWCTOYHMKa. B ΗΘΜ O6bIIO Hayao OObACHeHHA 
3THMOJIOTHH TepMHHa ("Σεῖσμα καλεῖται διὰ τὸ“), HO πο 
KaKOMY-TO HeOpa3yMeHMIO (cKOopee BCcero M3-3a HeEBHHMa- 
ΤΟΠΡΗΟΙῸ MepenmvcunkKa) OHO ObIIO BBbIMYyIIeEHO, a erO MeCTO 
3aHAJIO ONMCaHHe ΦΟΡΜΒῚ HEBMbI CHCMbI, B KOTOPOH K JBYM 


ΒΆΡΜΗΜ " ΠΟΟΆΒΠΗΘΤΟΗ uMoppon" (“mv ὑποῤῥοὴν προσ-- 
λαμβάνειν"). Tak ΠΟΠΥΉΜΠΟΗ ΟΤΟΠΡ ΟΤΡΔΗΗΒΙΪ MO σΟΠΕΡΟΚΔΗΜΙΟ 
TeKCT. 


ὮΤΟ xe KacaeTcCA yNOMHHaHHA "“YepBxAKa", TO 3TO pacripo- 
CTpaHeHHoe cpaBHeHHe c HavyepTaHveM HeBMBbI HMOppon, 
ΗΔΠΟΜΜΗΔΙΟΙΠΗ͂Μ dopmMy uepBakKa. Ha NepBbi ΒΞΓΠῚΠ MOXeT 
MOKa3aTbcwH CTPaHHbIM MOABIICHHe PAOM C "YEPBAKOM" “MOJIN". 
Ho ecnH ΒΟΠΟΜΗΜΤΡ “YepBAKOOOpa3Hylo” GopMy JIMYMHOK 
MOJIM, TO ΒΟ OKAKEeTCA JOCTATOUHO OMpaBAaHHbIM. 

8 HyxHO JyMaTb, 4YTO B NepBOM ciyyae Nosxpa3syMeBaetca 
HayepTaHvWe ὍΜΟΙΗ" (ὦ), CNOBHO cocTosilei u3 OByx " 
MIICHJIOHOB (v + v), ἃ BO BTOpOM - gZonTota “omMern", KoTOpas, 
ΠΟ oOilenpHHATOMY MHe€HHWO, COOTBeETCTBOBaJIa AByYM KpaTKHM 
"OMHKpoHaM" (O+0). 


? Tlepen HaMM NonynaApHoe M3NOxKeHHe AByX pa3JIM4HbIX 
3HaKOBbIX CHTyaliMit: HMOppowH, KaK CaMOCTOATeJIbHbIN 3HaK, 
yKa3bIBaeT Ha ABHKeEHHeE MO ABYM ΠΟΟΠΕΠΟΒΆΤΟΠΡΗΟ HHCXO- 
IAWUMM CTYMe€HAM, a HNOppow, KaK cocTaBHad 4acTb rpadu- 
yeCKOH ΦΟΡΜΒΙ CHCMbI, JMWeHa MHTepBasIbHoro 3HayeHHA. JHA 
oObACHCHUA Takoro pa3iM4NA BHHMaHHve yyeHnka OOpaliaeTca 
Ha OHO H3 HadvaibHbIx ΠΡΆΒΜΠ YpeyecKOH ΓΡΑΜΜΆΤΗΚΗ, 
comMlacHO ΚΟΤΟΡΟΜΥ, B HecOOCTBCHHBIX ΠΗΦΤΟΉΓΑΧ, COCTOALIAX 
M3 COYCTAHMS! JONTMX MacHbIX a, n HW @ Cc 1, MocNeqHAA He 
ΠΡΟΜΞΗΟΟΉΤΟΙ. TakKHM 06pa30M MpoOBOAMTcA CMBICIOBaA Napasi- 
Neb, C OMHOHW CTOPOHbI, MexKY "3Byyalileh" (TO eCTb yka3bl- 
ΒΔΙΟΙΠΘῚ WHTepBasl) CAMOCTOATeJILHOHM HNOppoun ἡ "“3ByyallleH™ 
(IpOHM3HOCMMOH) CaMOCTOATeJIbHOK "HOTOM", a Cc Apyron - 
MeEkoY "Ges3ByYHOH"” (He ykKa3bIBalollleh MHTepBasl) MMOppon, 
BXOAALIEH B COCTaB CHCMbI, HW "“6e33By4HOH" (HempoOH3HOCMMON) 
‘NOMMMCHOK ποτοῦ" (iota adscriptum). Ilogooubie cpaBHeHHA 
NOJOKHBI Ob ObITh BECbMa ΠΠΟΠΟΤΒΟΡΗΒΙ, TaK KaK yualliveca 
naxe co cnadol cTemeHblO NMOAFOTOBKM ΟΡΙΠῊ ΠΟΟΤΆΤΟῚΗΟ 
3HAKOMbI C OCHOBAMM rpaMMaTHKN. HarnaAgHble ΚΘ COMOCTaB- 


\ 
N€HHA HavepTaHHA CHCMbI ( . ) ἡ ΠΗΦΤΟΗΓῸΒ (GQ, ἡ, 6) 
ef 


ΠΟΜΟΓΆΠΗ YACHUTbh cyTb O6e33BYYHOH MNMoppon ἡ OSe33By4HOH 
MOTHI. 


10 Cxopee Bcero, nepeaq HaMu mH60 MonmbiTKa OGbACHCHHA 
pa3HULUbl KOJIMYeCTBa TOHOB ABYX pa3JIM4YHbIX CHCTeM HOTALMH, 
nu60 oOTronOCcOK HeKOTa MpOTHBONOCTAaBIABLUIMXCA TeOopeTH- 
yeCKHX BO33peHHH Ha CHCTeMYy 3HaKOB OJHOM HOTALIMH. 


K 1.43 οὔ. 

1 Hecmotpa Ha To, το PAHK 63 u L gawt κείμενον, a C - 
κινούμενον, ΠΡΕΠΟΤΆΒΠΗΘΤΟΣ, YTO CaMbIM IpaBONoO,OOHbIM 
BapHaHTOM ABIACTCA τόνου κινουμένου. 

2 HackonbKo MHe H3BECTHO, 3TO eCMHCTBeEHHOe yIOMH- 
HaHMe O ΤΆΚΗΧ 3HakaxX, H MOSTOMy MX rpapuka HW 3HayeHVe 
OcTaIOTCA HeH3BeECTHBIMM. Ecru axe ΠρΡΕΠΠΟΠΌΧΗΤΡ, TO 
NepBbIli W3 HUX - CBOcOOpa3HO 3ΔΠΗΟΔΗΗΔΆΑ ὑποῤῥοή, TO eCTb 
ὑποῤῥόον, TO 3TO HHKaK He ΠΡΟΞΒΠΉΘΤ 3HAadYeHHe avappovv. 
Kpome Toro, bnoppon HWMKOTMa He OTHOCHNacbh Κα YxXaM 
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(BCIIOMHHM 3HaMeHHToe yTBepxKeHHe: "ANOppon - HM Ayx, Hu 
το ποῦ). 


3 To 601} 663 ΤΟΗΟΒ. 

1. Β TeKcTe - τὸ χαμηλόν, CM. KOMMeHTapnii 17 kK [peu.497 

> K coxasleHHW, CMBICH CpaBHCHHd MeXTY NATO 3ΗΔΚΆΜΗ 
M ΠΗΤΡΙῸ YYBCTBaMM OCTaeTCA ΠΟΚΆ 3ΔΓΆΠΟΗΒΙΜ. CKopee Beero, 
OHO BO3HHKJIO TOJIBKO AIA YUCOHBIX Lenten, YTOObI No aHanorun 
C MATbIO OOLIEM3BeCTHbIMH YYBCTBaMH YYeHHK ΞΩΠΟΜΗΜΠ ἡ 
ΠΗΤΡ BLIWeYKa3aHHbIX 3HAKOB. 

6 ἄφωνα - oyeBHaHad οπμόκα PAHK 63, Tak kak B 
CHEMyIOWleM asiee OTBeTe peYb MCT OTHOCHTeEIbHO σημάδια 
ἔμφωναι. 

7 3necb ABHOe OTCTyIWIeHHe OT ΜΞΒΟΟΤΗΒΙ͂Χ HOpM cpesHe- 
BH3aHTHHCKOM HOTAUHH, me Κ σημάδια ἔμφωνα OTHOCATCA 
Takxe kKydUcMa, TMenacTOH, ABOMHaA KeHXMMa HM ABOHKHO 
ἈΠΟΟΤΡΟΦ. BMecte c TeM A He CKJIOHEH JYMaTb, STO 3TO MeECTO 
- OTPbIBOK H3 OY4eHb ApeBHerO MWCTOYHMKa, coepxalliero 
CBeqeHHA O OoNee paHHeH HOTAaLMH, 4eM CpeqHeEBH3aHTHHickaag. 
OyeBHAHO, HYXKHO TOBOpHTb O ABHOM Heopa3yMeHHU, Πρμπη- 
HbI ΚΟΤΟΡΟΙῸ ToKa TpyHO ycTaHosnTb. Jleno B TOM, TO B 
OTBeTe Ha CJIeAyYIOUNMH BOMpoc yxe NOABIAeTCA MBOMHAA 
KeHIMMa, BbIIlyluleHHad ΠΡῊ MepBoM MepeywcneHHH ΜΗΤΕΡ- 
BaIbHbIX 3HakoB. He saBaseTcHd WM 9 KONMYCCTBOM 3HAaKOB, 
oOpa30BaHHBbIM H3 HcoHa UH 8 Tell, B YHCIO KOTOPbIX ΟἸΠΗΟΘΟΊΗΟ 
ObLIH ΒΗΘΟΘΗΒΙ 4 Ayxa, H3-3a YEO HeEKOTOpbie Tesla He ΠΟΠΆΠΗ 
B TepeyncneHve? MoxeT 6bITb, pa3HOuTeHHA ApH dopmynn- 
PpoBKe BoTIpoca (ἄφωνα WIM ἔμφωνα, CM. MpeqbUyuIMH KOM- 
MeHTapHM) BbI3BAaHbI Gomee Cepbe3HbIM OTCTYMe€HHeEM OT 
TeKCTa ΠΟΡΒΟΜΟΤΟΎΗΜΚΩ, 4eM MpocToe McKaxeHHe cioBa. Bo 
BCHKOM CJlyyae, 3TO MeCTO ABHO MCTOpyeHo. 

8 ΚΟΗΘΊΗΟ, maron ἰσοφωνεῖν B 1aHHOM KOHTeKcTe WMeeT 
3HaueHHe "colepxKaTb paBHbIM HHTepBan". ΟΠΗΔΚΟ WIA BY3aH- 
THMCKMX MY3bIKaHTOB KaxXJbIM "3By¥aUIMi" 3HaK accolH- 
MpOBaJICA C yKa3bIBaeMbIM HM HHTepBasioM. IlosTomy B o6n- 
XOWe 3HaKM, OO6O3HaYalWlive paBHble HHTepBaJIbl, MOTIM KBaJIN- 
@UUMpoBaTEes Kak "paBHO3Byyaline’. 

9 VWspecTHo, Το K "OZMHaKOBO 3ByYallIMM" ἡ "BOCXOZ. SIM" 
3HaKaM ΠΡΗΗΔΠΠΟΣΚΆΤ Takxke KyPuCMa H MesacToH. 
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Κ 1.44, 


| Tipososrnawatioumiica 3fech ΠΡΗΉΠΗΠ ΠΕΟΠΆΓΟΓΗΚΗ Tpe- 
6yeT, YTOOLI yYYCHHK Hayd4WJIcA OMHOBPeMeCHHO ΦΗΚΟΗΡΟΒΔΆΤΡ B 
HOTHOM TeKCTe He ΤΟΠΡΚΟ BbICOTY 3BYKOB (HHTepBasIbI), HO U 
HX JUIMTEJIBHOCTh, a TaKKe ΠΗΗΆΜΗΚΥ, XapakTep MCIOJIHeCHHA ἢ 
paxsIM4Hbie cmocoObl BOKAIbHOTO 3BYKOM3BIEUeHHA - BCE TO, 
ΤῸ O603HAaAYAalT GONbIUIMe ἩΠΟΟΤΆΒΒΙ. 

2 ΚΟΗΘΌΗΟ, npucyrcTsyiolive B pyKOMMcax HacTpoyuHEle 
3HaKM Hall Ovave avec - JIMUIb ΠΔῊΡ ΠΗΟΡΜΘΗΗΟΝΪ Tpanuunu. B 
ΠΟ ΟΤΒΗΤΟΠΒΉΟΟΤΗ Xe STOT Hadop pacileBalOlUlMxcA ΟΠΟΓΟΒ 
IMWWe€H TpaMMaTHyecKOH ΟΡΓΔΗΜΒΔΙΜΗ, a MO3STOMy He MOXEeT 
pery1MpOBaTbca NpHAbIXaHHAMH ἢ ὙΠΑΡΘΗΜΞΜΗ. 

3 CM. KoMMeHTapHit 34 k [peu.497. 

4 ΟΥὙΘΒΗΠΗΡΙ HAMeK Ha HavepTaHve βΟΟΗΔ Ὁ... 


K 1.44 οὔ. 
1 Tlepespog cpa3bl 3aMMcCTBOBaHHO! “3 pyKomucenH C u L 
(cM. cHocky 19 kK . 44 οὔ. rpeyeckoro TekcTa). 


K 3.45. 

| Kak ΠΡΕΠΟΤΆΒΠΈΘΤΟΣ, ΠΡ ΜΗΔ U3NaraeMol 3Π60}» πο κγο- 
CHM KOpeHHTCA B MHOTO3HAYHOCTH ΤΟΡΜΜΗΔ φωνή (CM. KOM- 
MeHTapHH 1 Kk I[peu. 497). Beab BHe 3aBMCHMOCTH OT ΤΟΙΟ, 
KaKOH CMbIC] B Hero ΒΚΠΆΠΒΙΒΆΠΟΣ (3ByK, MHTCpBal, ΟΤΥ̓ΠΘῊΡ 
3ByKOpsaila WIM "3ByyallMi" HOTOrpabwyeckui 3HaK), B ycTax 
ΓΡΘΊΘΟΚΗΧ MY3bIKaHTOB HM Ha ΠΗΟΡΜΘ OH BCerMa BhIPAKaICA KaK 
φωνή. ΠΟΘΤΟΜΥ B pacnops>KeHHN TOTO, KTO ΟΠΥΠΠΆΠ WIM 4UTAI 
ΗΞΠΟΣΚΘΗΜΘ MY3bIKAIIbBHO-TeEOpeTHYECKHX ΠΟΠΟΣΚΘΗΜΗ͂, NOCTOAH- 
HO OCTaBallach BO3MOXHOCTb oco6orfo MOHHMaHHA φωνή. 
JleicTautTenbHo, dpasy " τὸ ἶσον οὐκ ἔχει φωνήν " MOXKHO OBLIO 
TpaKTOBaTb B CaMbIX pa3JIMYHbIX 3ΗΔΊΘΗΜΗΧ: M60 "HCOH He 
wMeeT 3By4aHHa", mu60 ἽΜΟΟΗ He MMeeT HHTepBata’. He 
ΜΟΚΠΙΟΊΘΗΟ, ὍΤῸ TaKad CHTyallMa cmocoOcTBOBasIa HeONO- 
HHMaHHo. bolee Toro, B WHCKyCCHOHHOM oOOcTaHOBKe MpH 
KeNaHMW HeTpyHHO ObIIO M3BPaTHTb CMBICII BbICKa3bIBaHHA ΟΠ- 
noHeHTa. B ApeBHerpedecKOM My3bIKO3HAHHH aHasiOorMdHad 
MHOFO3HayHOCTh G6bUIa XapakTepHa JIA TepMMHa ὁ τόνος. Kak 
nucan ApneTua ΚΒΜΗΤΗΠΗΔΗ: 
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"Tovov δὴ κατὰ pov- " B My3bike [cnoBo] "TOH" ΜΒΙ 
σικὴν καλοῦμεν τριχῶς ἤ γὰρ ὙΠΟΤΡΟΌΠΗΘΜ B TpeX ΟΜΒΙΟΠΆΧΣ: 
ὅπερ τὴν τάσιν, ἤ μέγεϑος ποιὸν ΠΡΟ KaK ΒΡΙΟΟΤΗΟΟΤΡ, πΗΌο Kak 
φωνῆς, οἷον ᾧ τὸ διὰ ε τοῦ δὰ MHTEPBaT 3ByyaHHA, ΠΟΠΟΟΗΟ 

ἢ ‘ ~ 
Me ete eo toeet [WHTepBaly], Ha KOTOpbIii KBHH 

; 7 ἧι ¥ ᾽ς Ta MTipeBbllulaeT KBapTy, 160 
ματικόν, οἷον ADSLOV ἥ φρύὰ aR)’ γηδ Ε ἤπ»" ronan. 
γιον" (De musica 1 10, R. 


Winnington-Ingram 20). pa a > nn llega 


Ho 8 JIpesHei Tpetuu yuenbie, onacastch HeBepHoro MCTON- 
KOBaHHA CBOHX MBICNeH, 3a4acTyIO B KAKIIOM OTICJIbHOM City- 
yae ΟΓΟΒΑΡΗΒΑΠΗ 3HayeHMe TepMuHa. [lo-BHquMoMy, 3TOTO 
HeJIb3A CKa3aTb O BH3AHTHUCKHX MY3bIKaHTAXx. 

2 Tak 4 MlepeBen B WaHHOM MECTe μέλος κατὰ τάξιν. 


K 1.45 00. 

1 9 octaHoBysica Ha ΒΆΡΗΔΗΤΟ C: οἶδα, Tak KaK B ΚΟΗΠΕ 
9TOTO TIpedIOKEHUA BCe pyKONNCH alr singularis. 

2 KoneyHo, pyKonvcHoe tod λόγου oulMGouHO. Ha 3To 06- 
ΡΆΤΗΠ BHuMaHHe ele JI. Tapno (219, comment. 2), xoTa XK. - 
b. Tu6o (Thibaut J. -B. Traités... 609) ocrapun aTy dpa3sy 6653 
KOMMeHTapHa. besycnoBHO, 30eCb JOJDKeH ObITh τοῦ ολίγου. 

3 SAcuo, nouemy B PAHK 63 BMecTo τοῦτο NoABHOCL tob— 
tov: ΠΟΡΟΠΗΟΎΗΚ, ONATb-TaKH NO HeBHHMAaTeJIbHOCTH, "repe- 
IIpbiIrHy" c pronomen demonstrativum in accusativo (... ἐκφω-- 
νεῖσϑαι τοῦτο) Ha pronomen demonstrativum in genetivo (... nave 
τούτου), ἃ B PeSyIbTaTe NOMYYIMIOCh ἐκφωνεῖσϑαι τούτου. 

+ ABTOp MOACHAeCT CBOMM ἩΗΤΆΤΕΠΗΜ ΡΔΞΗΜΠΥ MeExXLy DByMs 
BHELUHE HACHTHYHBIMM, HO B KOpHe pa3IH4HbIMH ΠῸ CBOeMy 
HOTOTpamuyecKOMy cojlepxKaHHIO 3HaKOBbIMM CHTyallMuAMu: 
ΠΟΡΒΩΞ - Korga 3HaKM pacnovIOKeHb! Dpyr Had DpyroM n Bo3- 
ΗΜΚΔΙΟΙΠΗΜ pe3syibTaT ΠΡΟΠΟΤΆΒΠΗΘΤ codok cyMMMpoBaHHe 
ΒΜΗΤΘΡΒΆΠΡΗΒΙΧ 3HAYCHHA KaxkKTOrO 59,3 3HaKOB (HallpHMep, oK- ' 
CHA Hal] HCOHOM); BTOpad - Kora 3HaKH pacnonoxeHbI Apyr ᾿ 
ΗΔΠ ΠΡΥΓΟΜ M ΒΟΡΧΗΜΪἥ ΟΥ̓ΜΦΉΞΘΥῪ ΜΗΤΟΡΒΆΠΡΗΟΘ ΞΗΔΌΘΗΗΘ 
ΗΡΌΚΗΘΓΟ ("OTcyTcTBHe O3ByYNBaHHA"). | 

IIpeactaBiisetTca, YTO ΒΟΞΗΜΚΆΒΙΠΗΣ B 3TOM Ciyyae Heno- 
pa3yMeHHs Takxke ΟΒΙΠῊ ObycNOBNeEHbI HEOMHO3HAYHOCTHIO MIa- 
tora ὑποτάσσειν - "OFYHHATS" (TO ecTb aHHYNMpOBaTb MHTep- 
3aJIBHbIM WMHOeKc 3HaKa, ΠΟΜΘΙΠΘΗΗΟΙῸ HWXe) UH "ΠΟΜΘΙΠΆΤΒΟΝ 
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nol’ (TOrMa BCe 3aBMceNO OT TOTO, KaKOM 3HaK HaBepxXy, a Ka- 
Koh - BHM3y). Ποποῦηδῃη NomMceMaHTHKa Takxe TpeOoBala 
TUaTeEbBHOTO MOACHEHHA. 

> Mparment, 3aKTIOYeHHbIi B yIOMbHbIe CKOOKH, OTCyT- 
cTByeT B PAH K 63, Ho umeetca BL. STo AOBONbHO OOWIMpHbIi 
KaTalOr 3HAKOB. 

6 30€Cb OHO HM TO Ke OGO3HaYeHMe 3HaKa WaeTca Ἡ B Cpell- 
HeM poe ("MCOH - τὸ ἰσον), H B KEHCKOM ("HCH" - ἢ ἴση). 

’ Bech dparment u3 L ΠΡΕΠΟΤΆΒΠΗΘΊ coGoii nepenvcaHHbiii 
nepeyveHb TOJIbKO Ha3BaHHH 3HaKOB. B HCTOUHHKe Xe, OTKya 
3aMMCTBOBAaH BeECbh 3TOT KaTaJIOr HEBM, Oe3ycNOBHO, MpHcyT- 
CTBOBaNO ἡ HX Fpaduyeckoe wn300paxeHne. [lostomy nog 
ἕτερον CIEMyeT MOApa3syMeBaTb OCcOGoCe HayepTaHve HCOHA: JIM- 
60 MpaMoe —, πῆδο KploKooOpa3Hoe ( {- HIM Δ... ), B 3aBH- 
CHMOCTH OT ΤΟΙῸ, KaKad dbopMa 3Haka cTowla Ha ΠΟΡΒΟΜ 
MecTe. 3€Cb ΜΒ CTaJIKMBaeMCA ellie C OMHHM Ce€pbe3HbIM CBH- 
J€TENbCTBOM HcTOpHyecKOH MHOTOCNOMHOCTH MaTepHayia TeK- 
cTa, Te OMHOBPeMeHHO NpHCyTCTByYKT cBeqeHHA M3 paHHen 
HOTaUMM WM Gonee No3sqHei; cm.: Floros C. Neumenkunde... 124- 
127. Palikarova Verdeil R. La Musique Byzantine... 116,124,128. 

ὃ HetpyaHo goragateca, ἍΤΟ B L owimm6Ka, TaK KaK μακρόν - 
OYeBHAHbIM aHTOHMM ὀλίγον. TlosTomy B DeHCTBUTebHOCTH B 
TEKCTE MOJDKHO ObUIO GBITh μικρόν. 

9 BnonHe Bo3MOXHO, 4YTO B JaHHOM MecTe ObIJIN 3aperM- 
CTPHPOBaHbI YeTbipe rTpaduyecKMXx BapHaHTa OAHOTO MN ΤΟΙῸ xe 
3HaKa. 

10 [lono6HO ZBYM pa3HOpOOBbIM TepMHHaM, 0o603Ha4a- 
JOWUIMM HCOH, 30€Cb MpHBOAATCA Ba pasHOpOJOBbIX Ha3BaHHs 
IIA ΠΡΥΓΟΙῸ 3Haka: B cpeqHeM pore ("snadpon" - τὸ ἐλαφρόν) 
Η Β 2KEHCKOM ("3napu"- ἡ ἐλαφρή). 

11 He cnenyer cMylulaTbca OTHOCHTeNbHO relativum pronomen 
neutrum (6), MocTaBJIeHHOTO Cpa3y Nocye coBa KeHCKOTO poa 
(yapnaAn). Bo-nepBbIxX, B PyYKOIIMCH-MCTOUHMKe, C ΚΟΤΟΡΟΝ B 
ApeBHOCTH GLU MepemvicaH STOT TeKCT, MOIIO CTOATL χαμηλὸν 
ὃ λέγεται καὶ χαμηλή. Bo-BTOpbIX, HyKHO MocTOsHHO NOMHHTS, 
ΤΟ JIS) TpeyecKHX MY3bIKAHTOB MOUTH BCe Ha3BAaHHA 3HAKOB 
HOTAalUIMH accOlWMMpoBanvch CO CpeqHHM ΡΟΠΟΜ: τὸ σῆμα, τὸ 
σημάδιον (HcKTIO“eHHA KpaiiHe pekKH - ἥ ὀξεῖα, ἡ βαρεῖα). 
Tlostomy axe Te Ha3BaHHs, KoTOpP!ic B OOMXOZe ynoTpe- 
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ΟΠΣΙΠΗΟΡ ΚἈΚ CNOBa KeHCKOrO MH MYXCKOTO poya, ΠΡῊ ONHca- 
HHH HOTallHH HepeqKO HCHONb3IOBAINCh B ΟΡΟΠΗΘΜ pone. 3a 

IIpHMepaMv ΠΆΠΟΚΟ XOJHTb He HYXHO. Bo qparmMenTe u3 L, 

nepeBog KoToporo ΠΟΘΆΒΠΘΗ K Halle my6nukauuu PAHK 63, 

KpoMe yxXe yNoMAHYyToro cilyyad χαμηλὴ 6, Mbl BCTpeuaeM: 

κρατημοκατάβασμα 6..., οὐράνισμα, EtEpov..., ϑεματισμὸς ἔσω, 
ἕτερον... (HO ὁ ϑεματισμός - Gabriel 68, 331 u τὸ οὐράνισμα - 
ibid. 68,342). KoHeyHo, Takylo "rpaMMaTHYeckylo cBOGOLYy™ 
yYaCTO CTHMYJIMpoBasl HEBbICOKMH YPOBeHb ΜΗΟΓῊΧ MepellHc- 
YHKOB MY3bIKAIbHBIX pyKoNMceH. OHH ΜΟΙΠῊ ObITh XOPOLLINMH 
My3bIKaHTaMH-NpodeccHoHalaMW, HO 93TO AaleKo He BCEerHa 
ABNIANOCh 3a0rOM WX ΠΟΟΡΒΙΧ OTHOWICHHH c 9feMeHTAaPHOK 
TpaMMaTHkKoHn. 

12 Tlopropsioumiics Hab6op Tpex ἕτερον HV ἄλλως HE MOJDKEH 
MoKa3aTbcoa ΟἸΠΜΌΟΚΟΙ NepenucunKa. OCHOBBbIBaACh Ha TeKCTax 
TOJIBKO H€CKOJIBKMX pykonucehH, Κα. Φὥπορος (Neumenkunde... 
263) MpHBOAMT YeTbIpe pa3HOBHMAHOCTH rpadukKH ypaHHCMbBIl. 
IlosToMy HeyAMBUTeJIbHO, YTO TEOpeTHYECKMH TpakTaT, CyMMH- 
POBaBLUMH AJIMTeEIbHYIO MpakTHKy HavepTaHHi ypaHHcMbl, 1aeT 
WI€CTb 66 BAPHAHTOB. 

13 Yxe oTMeyaacb OOWIHOCTh B rpaduKke Hh IpHMeHeHHH 
TPOMHKOHa UH ΟΜΆΠΟΗΔ (Floros C. Neumenkunde... 247-248). 

14 Καὶ Mnopoc (Neumenkunde... 240) Takxxe JaeT TpH pasHo- 
BHQHOCTH HavepTaHHH McH@ucToHAa. 

15 ΒΟΒΜΟΣΚΗΟ, aBTOp XOTeN CKa3aTb, YTO 3HAKM OTHMYAIOTCA 
ΜΟΣΚΠΥ cobOoH, cpeqW mpoyero, elle H XMpoHOMHei. Munaue 
TPpyHHO TONKOBaTb 3Ty ΤΩΒΤΟΠΟΙΜῺ ("... χειρονομίαι... ἐν τῇ 
YEipovopia”). 

16 ϑέσεις. Tloq 3THM TepMHHOM ΠΟΗΜΜΆΠΗΟΡ coeaMHeEHHA 
Pa3JIMUHbIX 3HAKOB, WaBaBlUHX CBeeHHA O COOTBETCTBYIOLLLEM 
MHTepBale, ΠΡΟΠΟΠΣΚΗΤΟΠΡΗΟΟΤΗ 3ByKa HM XapakTepe ero HcnoJ- 
HeHHsA. Cyqa no Bcemy, ynoTpeOJIABluMHicaA 210 9ΤΟΙΓῸ B O6H- 
xoe TepMHH ϑέσις 6511 yNpoUleHHOH dbopmol oT nepBoHa- 
YaIbHOTO σύνϑεσις. 

17 Tlepeq HaMH WHTepecHoe OGbACHeHHe BaxHellieH TeH- 
HeHUHW pa3sBHTHA WepKOBHOM MYy3bIKH. Kak W3BeCTHO, B 6n6- 
ποΐοκηθ BpeMeHa HHCTPYMEHTHI Mpa BaXKHY POllb B My3bI- 
K@JIbHOM O@OpMJICHHM GorocliyKeHHH. OHM TaKKe aKTHBHO 
MCHOJIb3OBAIMCh ἢ B ASbIVeECKHX OOpsanax. [locneqHee O6cToOs- 
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ΤΟΠΒΟΤΒΟ H ΠΟΟΠΥΣΚΗΠΟ OCHOBHOM MpMYHHOH Toro, YTO BOCTOY- 
Had XpHcTWaHcKad ΠΟΡΚΟΒΡ MOJHOCTLW OTKa3aacb OT "A3bI- 
yecKoro" HMHCTpyMeHTapua. [losTomMy HyXKHO ObLIO DaTb o6bA- 
CHeHHMe, NoyeMy B JOxpHcTMaHcKHH Mepwoq ΠΡῊ 6oro- 
CIYKEHHAX ΜΟΠΟΠΡΒΟΒΆΠΜΗΟΡ THMMMAHbI, ABIOChI, KUdapbl ἡ 
ΠΡΟΜ MHCTPyMeHTHI, a BMOCICACTBMM OHH ObWIN H3THaHbl M3 
ΠΟΡΚΒΗ. C TeyeHHeM BpeMeHH NOABHIOCh MHOTO OObACHEHHH, 
ἢ OHO H3 HHX H3/10%xeCHO B KOMMCHTHpyeMoM MecTe πγόπη- 
KyeMoro TpakTaTa. HecMoTpa Ha BCW ero ΗΔΗΒΗΟΟΊΡ, OHO, C 
O2HOU CTOpOHbI, AaBayio TOMKOBaHHe IIPMYHH YBIICYeHHA HH- 
CTpyMeHTaMH, ac Apyrou - NOABOAMNO 4MTaTeJIA Καὶ MbICIM, 4YTO 
ΠΟΡΚΟΒΗΔΗ KHMTa moO My3bike "“I[lananMKu" MMeeT ΜΗΟΙΟ- 
BEKOBYWO TpaaHlMio, YXOLAWIyYIO CBOHMM KOPHAMH YYTb JIM He B 
OnOMeHckMe BpeMeHa. ΕΠ BepHTb aBTOpy TpakKTaTa, KHNTa 
“Tlananukn" Obvia YHHUTOXKeHa B Hadajie XPHCTHAaHCKOH 3phI, ἡ 
MMCHHO NOSTOMY JOON JIMLIMIMCh 3HaHMA, KaK ᾿ΠΡΑΒΗΠΒΗΟ 
ClaBHTb My3bIKOH bora. A 3TO He3HaHMe, B CBOW ΟἾΘΡΕΠΡ, 
ΠΡΉΒΟΠΟ K NOBAIbHOMY ΥΒΠΟΘΊΘΗΜΙΟ HHCTPyMeHTaMH. 

Tak NaBanoch OObACHeEHHE OAHOFO 33 ΟΠΟΣΚΗΡΙΧ Καὶ ΠΡΑΜΆΤΗ- 
4HbIX NepHOAOB UCTOPHH My3bIKH H OMHOBPeMEHHO OGOCHO- 
BLIBaJICA aBTopuTeT “TlanaguKu' KaK ZpeBHelllero McTOUHHKa 
ΠΟ MY3bIKQVIBHOMY ΞΗΔΗΜΙΟ. 


K 1.46. 

1 Hu aa Koro He cekpeT, ¥TO HH MoaHH JlamacKHH, HH 
KocbMa Mafilomckwii, HH TeM 6onee MoaHH XpvicocToM He 
ΜΟΙ HUKaKOTO ΟΤΗΟΙΠΘΗΜΗ Κα CO3qaHHW HOTaWHN. OHaKo 
3TO He ΜΟΚΠΙΟΜΆΘΥ TOTO, ΤΟ BO BpeMeHa He ΤΟΠΒΚΟ MoaHHa 
JlamackuHa ἢ KocbMbl Maiiiomckoro, Ho axe uw MoaHHa 
XpWcocToMa, B MY3bIKaJIbHOM KYJIbType BH3aHTHMCKON WepKBH 
MOrIa ΜΟΠΟΠΡΒΒΟΒΆΤΒΟΣΙ KOHKpeTHas! HOTOrpaduyeckad CHCTeMa. 
Bce eno 38 ΚΠΙΟΔΘΤΟΣ B TOM, 4YTOOL] MOHATb, 3HAaKH Kako 
HOTA MWyONMKyeMbIN TpakTaT ΟΠΡΟΠΕΠΗΘΥ TePMHHOM τόνοι 

B HacTosilee BpeMA HayKa He pactiomaraeT dakKTHYecKHM 
MaTepHaIOM O HOTAILMH, ΜΟΠΟΠΡΒΟΒΑΒΙΠΟΙ͂ΟΣΙ B BH3AaHTHACKON 
ΠΟΡΚΒΗ ΠΟ X BeKa, TO ecTb WO Mepvowa, CyMTaluleroca Haya- 
JOM paciipocTpaHeHHa MayleOBH3aHTHHCKOM HoOTaWMH, WU6o 
COXpaHMBLUIHMecs| PYKOTIMCH C ce pasHOBHAHOCTAMM WaTUupylotcs 
ἬΜΘΗΗΟ 3THM BpeMeHeM. KoHeyHO, ΤΑΚΟΙ͂ apryMeHT He B 
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COCTOAHHN yOeMMTb B TOM, ΤΟ NOAOOHOE TONIKOBaHHe Hauasia 
ΜΟΤΟΡΜΗ͂ BH3aHTHNCKOM HOTalIMW CENHMHCTBCHHO BO3MOXHOE. 

Xopowio H3BECTHO, 4YTO BO BpeMeHa HKOHOboOpyecKHx Πο- 
Tpsacennn (726-843 rr. ) ὅβιπο YHHYTOXEeHO Sec4HcMeHHOe Κο- 
JIMYeECTBO pyKOMMceH, cpeqH KOTOpbIX, Oe3ycNOBHO, OLIN ἡ 
HOTHbIe. Kpome Toro, MOBCeMecTHOe pacnpocTpaHeHHe HCTO- 
puyeckn Gojee ΠΟΞΠΗΘ cpeHeBH3aHTHMcKOH HOTalMH He 
cnoco6cTBOBaO COXpaHHocTH Hanbosiee ApeBHHX pyKOMMHcel c 
pyro cucTemMoi HoTauMn. JleicTBHTeNbHO, ΚΑΚΟΪ CMBICJI OBLI 
COXpaHSITbh KOJCKChI C yxXe 3a0bITbIM HW WaBHO BbIWEeTWIMM H3 
ynotpeOeHudA HOTHbIM ΠΗΟΡΜΟΜΊ Cloma xe CieqyeT ΠΟΟΆΒΗΤΡ, 
YTO, HECMOTpA Ha ΒΟΙῸ BHEIWHIOW CTaOHIbHOCTh MNeByecKoro 
pellepTyapa BH3aHTHHCKOH UepKBH, OH BCe Ke TMOCTOAHHO 
oGHoBIaAsIca. MoxHO ΓΟΒΟΡΗΤΡ ΠΗῚΠΡ O HEH3MCHHOCTH TEKCTOB 
nmecHoneHHii, TaK KaK yCTaHOBJICEHHbIN MopsqoK GorocnryxKeHuh 
lipeqnoularas, KaK ΠΡΆΒΗ͂ΠΟ, NeHHe TpaWWMOHHbIX TeKCTOB. 
My3biKa Ke HX, ΠΥ͂ΟΤΡ He TIOCTOAHHO, HO BCe Ke OOHOBIJIANAch 
(ΒΟΠΟΜΗΗΜ XOTSI ObI MHOTOUNCICHHbIe OOpaslibl, COSMaHHbIE Ha 
TpaqHUMOHHble TEKCTbI BA3AaHTHMCKMMN Η NOCTBH3aHTHUCKMMH 
MeJlypraMH). ΤΟ OOCTOATEMbCTBO TaKXKe OKa3bIBaO BIMAHHe 
Ha cyabO6y pykolMcenh, cofepxKallMx ZpeBHenllve MecHONeHHs, 
KoTopble K TOMY xe ObINM 3aPMKCHpOBaHbl BbIWenWeH V3 
yloTpeO6eHHsA HoTalMev. OHH CTaHOBWIHCbh HEHYXKHBbIMH, a 
ΠΟΤΟΜΥ ἢ He COxpaHsAJINCh. 

VMnaue ropops, cyllecTBoBaio ZOCTaTOYHO MHOTO MpH4Hy, 
YTOObI HOTHBbI€C PyYKONMMcH, co3qaHHble πὸ X BeKa, OKasasIHcs 
yTpaveHHbIMH. 

Bmecte c TeM, Tpy4HO ONycTHTb, 4TOOb] CTONb pa3BuTas 
BU3aHTHMcKasy MY3bIKaIbHas| KYIbTypa obxogqvNach 6e3 HoTa- 
uun. ΠΟΞΤΟΜΥ He cyleqyeT CKeNTHYECKN OTHOCHTLCHA K CoOo6uIIe- 
ΗΜ TpakTaTa O HOTALMM, HCNONb3OBaBLUIeHCA paHee, 4em Ipr- 
HATOe COBPeMeHHOM HayKOH BpeMA poxeHHA Mayeosu3at. 
TuHcKoH HoTaunMH. WHoe geno - ΒΟΠΡΟΟ 0 TOM, KakKOBa 66: 
9Ta HOTALIMA. 

ΒΟ coo6paxeHHs ΠῸ 3TOMY MNOBOAY A KpaTKO Ἡ3ΠΟΣΚΗΠ 
ONHOM ¥W3 pa3qenop (rmaBpa IV, 1) KHHTM “BusanTuiicKo: 
MY3bIKO3HaHHe” (200-204), ΚΟΤΟΡΒΙΠ Ha3bIpaeTca "“AnTH4HA‘ 
HoTauMa B Bu3saHTun". Ero Ha3BaHHve DOCTaTOYHO OMnpeseneHHo 
TOBOPHT O cozepxKAHMN MoeH ΓΗΠΟΤΘΒ5Ι. 
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2 YxasaHve πρὸς ἀνάμνησιν (Aa MaMsTH) He MOXeT 
CIYKHTb apryMeHTOM B MOMb3y TOFO, ἯΤΟ B TeEKCTe pedb ΠΟΤ 
UCKIIIOUNTeEIBHO O MasleOBM3aHTMMCKON HOTAaLMH, KOTOpas, ΠΟ 
BCeCOOLEMY MHEHHIO, MCNOMb30BaNaCh TONbKO JIS ᾿ἨΏΠΟΜΗ- 
HaHHaA ΟΥ yxKe H3BeECTHBIX ΠΡΟΜΞΒΟΠΘΗΜΗΧ. 6Π0Ὸ B TOM, 4TO 
3HaKM ΠΑΠΟΘΟΒΗΞΔΗΤΗΜΟΚΟΪ HOTALIMM B aOCOJIIOTHOM ΟΟΠΡΙΗΜΗ - 
cTBe ciy4aeB OGO3HaYaJIN ΗΘ CTOMbKO TOYUHbIC HHTepBasibl (XOTA 
6bWIM WM TakHe), CKONbKO HX MpHONM3NTeNbHylO BeIMYMHY ἡ 
HallpaBlleHHe JBYOXKeHHA - BBepxX WIM BHH3. PyKOBOACTBYACL 
NOQOOHBIMM HOTHbIMM 3HaKaMH, MO pyKOMMCH HeBO3MOXHO 
O6bII0 BbIYYHTb HOBOe TMpon3BeyeHvHe. OHM Japan ΠΗΙΠΡ 
BO3MOXHOCTb BCIOMHHTb OCHOBHbI€ MeIOMMYeCKMe KOHTYpbI 
HeKOra H3BeCTHOTO NecHONeHHA. 

OyHako HeoGXO2HMO 3aMCTHTb, 4TO TOsOOHAaA YepTa 
XapakTepHa JIA BCexX ApeBHHX HOTalMH, a He TONbKO ΠΠΡ 
nayleOBH3aHTHNCKOH. HanpumMep, ApeBHerpeyecKan HoOTallHA 
cnoco6Ha Oba BOCTaTOYHO TOYHO yKa3aTb BbICOTY 3BYyKa B 
ΜΥΞΡΙΚΆΠΡΗΟΪ CHCTeMe, OMHAKO OHa Obla OYeHb GecNOMOLHa 
B Helle OMMCaHHA pHTMHYecKOTO ABMKEHHS MYy3bIKAJIbHOTO 
MaTepHayia. CneqoBaTebHO, ἡ DpeBHerpeyeckoe HOTHOe MNCb- 
MO JIHIUb BO3OOHOBIIANO B ΟΠΥΧΟΒΟΪ MWaMATH ἨΘΚΟΙΓΠᾺ 3HaKo- 
MbIe MenogaMyecKNe ΟΟΌΟΡΟΤΡΒΡΙ. 

3HAYHT, πρὸς ἀνάμνησιν MOXeT ΟΒΗΠΕΤΟΠΒΟΤΒΟΒΆΤΡ He 
ΤΟΙ͂ΡΚΟ O ΠΑΠΘΟΒΗΞΔΗΤΗἤΟΚΟΪ HOTaUMM, HO Ho THbo Apyron 
HOTOrpapWN, 3HaKOBas| CHCTeMa KOTOpoH cnoco6Ha ΠΗΙΠΡ 
MpHOAM3HTeIbHO MepeyaTb OCHOBHbIe MapaMerTpbl 3Byyalllei 
MY3bIKH. 

3 Kak cBHeTeNbCTByIOT peBHerpedecKNe MCTOUHNKH, 
προσῷδία B AHTHYHOH My3bIKaNbHOH XKW3HM ΒΡΙΟΤΥΠΆΠΑΆ B ΠΒΥΧ 
vunoctacsx. IIpexge Bcero, sTO ObIN BOKaNbHbIM xKaHp Cc 
ΜΗΟΤΡΥΜΘΗΤΆΠΡΗΡΙΜ COlpoBpoxmeHMem. Tecuxui (Lexicon) 
NMWeT, YTO ᾿ΠΡΟΟΟΠΜΗ - 3TO ΠΟΟΗΞ, CONpoBoxaemMas| MHCTpy- 
ΜΘΗΤΟΜ" ("“xpoowdia Wet ὀργάνου Sn"); CM. Takxe Pollucis 
Onomasticon IV 64. OnHako ToT xe Tecuxui coo6ulaetT, 4To 
“Tipocomuyecknh [Mesioc] - 3TO NecHb, cogepxalljad THMH 
Bory" ("προσόδιον᾽ ᾧδὴ ὕμνον ϑεοῦ περιέχουσα"). KoHeyHo, B 
Bu3aHTHH MOYIHNO pa3sBHTHe BTOpoe ἨΔΠΡΆΒΠΟΗΜμΟ ΠΡΟΟΘΟΠΜΗ 
(cmM.. Du Cange. Glossarium... 1257). HyxHO yMaTb, 4TO 
ΠΜΘΗΗΟ B 3TOM CMBICJIC ynoTpe6sseTCA TEPMUH προσῳδία Η B 
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HauleM TpakTaTe. Καὶ coxaneHHlO, B ΠΡΥΓΗ͂Χ BU3AHTHMCKMX My- 
3bIKAJIbBHO-TEOpeTHYeCKMX MCTOYHNKaX MO musica practica 3TOT 
TepMHH He BCTpeyaeTca; HCKMIOYCHMeM ABIAeTCA TpakTaT J aB- 
puna (Gabriel 60, 242 u 245), roe OH UCNONb3yeTCA Kak OTIpe- 
emeHve akijeHTa ἡ ΠΡΟΟΟΠΜΊΉΘΟΚΗΧ 3HaKOB. 

4 CoBepleHHO ΟἼΘΒΗΠΗΟ, YTO pedb ΠΟΤ O HOTAUMH, PuK- 
CMpylolei My3bIKaJIbHbIM MaTepMasl Kak ΠΠΗ rowioca, TaK UM Wis 
MHCTpyMeHTa. He aBisdeTcad JIM 3TO ellle OMHAM KOCBCHHbIM 
NOLTBepXKAeHHeM ΤΟΙΟ, ΤῸ ApeBHerpeyecKkad HOTaWMA HE BBbI- 
1ἹΠΠΔ M3 ynoTpeOneHua B BusaHTHM Tociwe Kpaxa MpeBHero 
MUpa (CM. 3aKJIIOUMTeIbHBIM pases KOMMeHTapHa | Καὶ TaHHOMY) 
mucTy pykonucn)? BcnoMHHM ΒΟΚΆΠΡΗΥΟ HM HWHCTPyMeH- 
TaIbHy!O ΠΡΕΒΗΘΓΡΘΊΘΟΚΗΘ HOTHbIe CHCTeMBI; cM.: Sachs C. Die 
griechische Instrumentalnotenschrift//ZfMw 6, 1923-1924, 289- 
301; idem. Die griechische Gesangsnotenschrift//Ibid. 7, 1924- 
1925, 1-5; idem. The History of Musical Instruments. New York. 
1940, 131-135; idem. The Rise of Music in the Ancient World. 
New York 1943, 203-205. 

> [Ilo cBuaetensctsy JI. Tapno (221, comment.3), Codex 
Docheiarius 318 maetT 3necb "Καὶ pevetto ὀργῇ ἣ πολυλογίοα"". CKo- 
pee BCero, HYXKHO 4HTaTb "Καὶ μένει τῷ (Sic) ὀργῇ ἢ πολυλογία". 

6 (σΟΒΟΡΙΠΘΗΗΟ ΟἼΘΒΗΠΗΟ, ITO pacceyeHHad ΠΑΜΟΠπὰ co3aer 
IMHMIO C HaKJIOHOM ΒΠΡΆΒΟ (OKCHA) H Cc HaKJIOHOM BJIEBO 
(Bapus). 


7 TonbKO OYCH ΜΞΟΙΠΡΘΗΗΔΗ (baHTa3HA MOXKET BbIBECTH 1: 
HayepTaHHa abd (A, a) Kakylo-1M60 pasHOBHAHOCTB HCOH! | 


Ckopee sBcero, 3160» NMpown30lia NytaHvlla: BMecTO Toro 

yTO6bI yka3aTb Ha ΜΟΤΟΊΗΜΚ HavepTaHvA MCOHa, B TeKCTE 
ΠΡΗΒΟΠΉΤΟΣ OyKBa albcta, "“MepBeHCTBO' KOTOpOw B asicdbaBHie 
OTOXIECTBIAIOCh C ᾽ΠΟΡΒΘΗΟΤΒΟΜ" ΠΟΟΗΔ B pALY HOTOrpadr- 

YeCKHX 3H&KOB. 


8 CopmMelleHHe ΟΠΗΓΟΗΔ — HM ΞΠΑΦΡΟΗΔ f\ aaeT "BepxHWi 


yacTb” £\ "T3TbI" (©). 


9 TlocneaqHve TpH cosa - "τόνοι μετὰ μέλους" - B PAHK ¢ 
HalIMcaHbl KaK ΠΟΠΞΔΙΟΠΟΒΟΚ ΗΘΟΟΠΡΙΠΟΙῸ pasfema, Mocse Ko- 
Toporo ABHO ΒΗΠΗΔ JakyHa, ΠΡΟΠΟΙΠΚΔΙΟΙΠΔΉΟΣΙ He TONbKO iC 
KOHIWa ΟΤΡΟΚΗ, HO HW Ha BCW cHenywilylo cTpoKy. Moxuo 
ΠΡΟΠΠΟΠΑΓΆΤΒ, AUTO B PyKONMCH-HCTOYHMKe 9Ta WakyHa ΟριΠὰ 
3alomiicHa COOTBETCTBYIOLUNMH HOTOTpacbH4eCKMMM 3HaKaMi! 
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OTO ΠΡΟΠΠΟΠΟΣΚΘΗΜΘ NOATBepxXAaeTcA coobuleHHem XK. -B. 
Pe6ypa, ΚΟΤΟΡΒΙΪ ΠΡῊ nyOmu“KaunMu Wepycanumckol pykomncu 
oTMeYdaeT B ΠΔΉΗΟΜ MECTe, 4TO MOA 3armaBueM “Tovoi μετὰ 
μέλους" ἨΒΧΟΠΉΤΟΣ yipaxHeHve, 3aHUMalollice YeTbIpe cTpo4- 
kM (Rebours 306). 

10 Bo Bcex M3BeECTHBIX MHE PyKOMMcax TeKcT 3Toro cppar- 
MeHTa HBHO ΜΟΠΟΡΊΘΗ MW oboe ero TOUKOBaHHe, KOHeYHO, 
HeEBO3MOXHO 6e3 ΜΞΡΉΠΗΟΓΙΟ "HacWIMA" Hal ΠΠΜΗΗΟΪ cepHver 
ΟΠΘΠΥΟΙΠΗΧ Apyr 3a ApyroM ΟΥ̓ΙΠΘΟΤΒΗΤΟΠΡΒΗΒΡΙΧ. He Mor MHHO- 
BaTb TAaKOM y4acTM WM MOM Nepespog. OHaKo ΠΡΟΠΟΤΆΒΠΉΘΤΟΚ, 
ΤΟ, HECMOTps! Ha BCe CBOM JedexThl, ΒΑΡΉΔΗΤ J ("λέγονται δὲ 
καὶ μέλη <...) ... τρία σημάδια, σώματα, σχήματα καὶ δυνάμεις") 
CaMbIM ΠΡΔΒΠΟΠΟΠΟΘΗΒΡΙΪ. 


K 1.46 οὔ. 

1 He coctapiseT δΟΠΒΙΠΟΙῸ Tpyqa MOHATb, ΤΟ 3TO MeCTO 
TakKkKe McMopyeHo, HOO BH3aHTHMickoe My3bIKO3HaHHe ΜΟΠΟΠΡ- 
30BaI0 ἄφωνα σημάδια αὶ He MMEO NOHATHA 06 ἄφωνα σώματα. 
He μΜοκπῦῦθηο, 4YTO BeEPpHbIM TEKCT JOJOKEH MMCTb TaKOH BH: 
"διότι ἄνευ τῶν τοιούτων ELOOVOV σωμάτων τὰ ἔμφωνα πνεύματα 
οὐ κινοῦνται... " ("MoToMy Το 663 9ΤῊΧ ΞΒΥΠΔΙΠΗ͂Χ Te He 
ABHTaioTca 3Byyalve DyxH... '). Ho a He pelliaioch HacTaHBaTb 
Ha 3TOM BapHaHTe WM MepepesI TeKCT TaK, KaK OH aH B 
pykKonucn. 

2 A mepepen σχήματα Kak "M306paxKeHHA", ucxonA M3 
KOHTeKcTa (pparMeHTa, Me σχήματα - 3HaKM, ykKa3bIBalollue 
XHPpOHOMMWO, B OCHOBe ΚΟΤΟΡΡΙΧ JIexKaO BOCTpOM3BeqeHHe 
xKeCTaMH HavepTaHHH 3HaKOB, (PHKCMpoBaBIIMXcaA B pyKO- 
ΠΗΟΗ͂Χ. 

3 ΒΟΠΟΜΗΗ͂Μ, YTO Β ΠΟΠΟΟΉΟΜ 3Η8 ΠΘῊΜΗ δύναμις BCTpeya- 
ΠΟΟῸΡ ewe y ΑρΡβόοτόκοθηᾶ (Elementa harmonica II, R. Da Rios 
42): "τῇ μὲν yap ἀκοῇ κρίνομεν τὰ τῶν διαστημάτων μεγέϑη, τῇ δὲ 
διανοίᾳ ϑεωροῦμεν τὰς τούτων δυνάμεις" - πνχομ. MBI 
pa3iM¥aeM ΒΟΠΜΎΜΗΒΙ MHTepBasIOB, ἃ ΡΆΞΥΜΟΜ MBI ΟΥ̓́ΠΗΜ 06 ux 
3HayeHHax"; win (ibid., 11,59): "ὁρῶμεν yap ὅτι νήτη μὲν καὶ μέση 
παρανήτης καὶ λιχανοῦ διαφέρει κατὰ τὴν δύναμιν καὶ πάλιν αὖ 
παρανήτη τε καὶ λιχανὸς τε καὶ παρυπάτης" - “"MbI ΒΗΠΗΜ, 4TO 
HeTa ἢ MeCa OTIIMYAaIOTCA MO 3HAYCHMIO OT MapaH3TbI ἡ ΠΗ- 
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XaHoca H, B CBOIO ΟἼΘΡΕΠΡ, MepaHsTa ἢ ΠΗ͂ΧΔΗΟΟ - OT TPHTbI ἡ 
lapaH3tbl. 

ΚΟΗΘΌΗΟ, HeJib3A He OTIaBaTbh Ccebe OTYeCT B TOM, KaK BCJIN- 
KO McCTOpHyecKoe paccToAHHe MexayY BpeMeHaMH ApHCTOKCeHa 
WM co34aHvWeM ΔΗΔΠΗΞΗΡΥΘΜΟΙῸ TpakTaTa. OgHaKO OT eCJIbBHbIC 
HaOMIONeHHA Ha MO3HHEBH3AHTMHCKUMH MyY3bIKaJIbBHO-TeOpe- 
THYCCKMMHM MaMATHHKAaMH MO3BOJIAIOT TOBOPHTb, ΤΟ WH B HUX 
δύναμις ΜΗΟΓΠΆ ynoTpe6islacb Kak "3HayeHve", "cMpIcI". Tak, 
Tappuun (Gabriel 66, 305-306) ΠΗΠΙΘΤ, το “KpaTHMa HMCCT TO 
Ke caMoe 3HayeHHe" ("τὴν αὐτὴν δὲ δύναμιν ἔχει καὶ τὸ 
κράτημο"), KoTOopoe MMeeT H πῆππηῃ. A Manynun Xpucad 
(Manuel Chrysaphes 58, 400-402) yrBepxnmaeT, ἯΤΟ, “KeJIaA 
OCBOOOLMTb OT Hero [TO eCTb OT ΒΤΟΡΟΙῸ Mxoca] Μποὺ, aBTOp 
yCTaHaBIMBaeT dTopy ueTBepToroO Hxoca HW cpa3y ΚΘ OTMCHACT 
3HayeHMe “HeHaHo" ("Sér@v λῦσαι τὸ ταύτης μέλος ὁ ποιητὴς 
τίϑησαι τὴν τοῦ τετάρτου ἤχου φϑορὰν καὶ εὐϑύς περικόπτει 
τὴν δύναμιν τοῦ νενανῶ"). 

4 ἄφωνοι τόνοι TAKOM KE a Nonsense KAK VU ἄφωνα σώματα. 
BnowIHe BO3MOXHO, 4TO 30€Cb ΠΟΙΠΣΚΗΒΙ OBINM CTOATh ἄφωνα 
σημάδια, TaK Kak B Codex Lavra 1656 HecKonbKO HYDKe Jeli- 
CTBHTeJIbHO HauNHaeTca MepeuncyieHve ΟΟΠΡΙΠῊΧ MMOcTa3s (cM. 
Takxe KOMMeHTapHH 5 K 11.41). bonee Toro, ompemenenHns, 
ΠΑΙΟΠΙΜΘΟΣ STUM 3HaKaM (σύνϑετοι, σύνδεσμοι, σύμπλοκοι... ), Ὁ 
ΒΠΟΠΗΘ ΜΟΓΥΤ ΠΟΠΤΒΟΌΠΗΤΡ TakKoe MHeHHe. ΟΠΗΔΚΟ cpenan HHX 
ΗΘΟΚΟΠΒΚΟ pa3 ΒΟΤΡΘΊΎΔΙΟΤΟΗ σώματα. A 3TO JIMUIb ποη- 
ΤΒΘΡΌΚΠΑΘΤ, ΤΟ ΠΆΗΗΟΘ MeCTO TaK Ke HCNOpyeHO, Kak Ἡ Iipe- 
Ablyluee (CM. KOMMeHTapHi | K ΞΤΟΜΥ JIHCTY). 

> TeKcT, 3aK]IOYCHHbIi B yIONbHble CKOOKH, - mepesBos 
dparmenuta u3 Codex Lavra 1656, Tak Kak 9TOT KaTanlor 3HaKOB 
oTcyTcTByeT H B Codex Jerusalimitanus 332, U B PAHK 63 
(KpoMe TpeX 3aKMIOUMTeCJIBHbIX HaHMeCHOBaHHH 3HaKOB). 
MOXHO ΟΥ̓́ΠΗΤΡ No nyOnukauwu XK. -b. Pedypa, BMectTo npo- 
cToro MepeyHsA 3HakoB Codex Jerusalimitanus 332 ΠΆΘΥ ux ταῦ 
Tey (Rebours 307). 

6 B PAHK 63 “TepertyTaHeI” MecTaMH CTPOUKH: CHayasia H3- 
JlaraeTca 3armaBue (" Ἑτέρα ἑρμηνεία τοῦ αὐτοῦ ποιητοῦ"), a 32- 
TeM CTpouKa, ΟΟΠΘΡΣΚΆΠΙΔῚ 3aKJIIOUHTeIbHbIe Ha3BaHHA KatTa- 
nora 3HaKOB (ἠμαργόν τρεμουλικόν, τζάκισμα) HW OTHOCAINAACA, 
KOHEYHO, K ΠΡΕΠΡΙΠΨΙΠΘΜΥ ΡΆ3Π6 ΠΥ, a He K MOCHeAYIOeMy. 
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X.-b. PeO6yp HH ciOBOM He OOmMoNBYJICA O HanwMuHu B Codex 
Jerusalimitanus 332 3TOTO MoA3aroNoBKa. 

7 ὍΤΟΤ (bparMeHT ΠΡΗΞΒΔῊ MOACHHTL YTaTeNO pa3JIM4Hble 
3HaYeHHA DBOMHOTO anoctTpoda. EcuuM oH MCNONL3yeTCH Kak 
"σΘΞ3ΞΒΥΠΗΒΙΜ 3HAaK", TO OH TepseT cBOe ΜΗΤΘΡΒΆΠΡΗΟΘ 3Ha- 
yeHWe H MPHMeHAeCTCA ΠΡῊ HHCXOAAMIEM DBYKeEHHH Mesio- 
aMyecKOH JIMHHH TONbKO KaK ykKa3aHHe Ha JJIMTeJIbHOCTD (B 
CpeqHeBH3aHTHHMcKOH HOTaWMH - YIBOCHHbIN χρόνος πρῶτος). 
Εοπη Ke ABOMHON anocTpod® ΠΡΟΠΟΤΆΒΠΘΗ B KayecTBe MHTep- 
ΒΑΠΡΗΟΙῸ 3HaKa, TO OH OOO03HaAYaeT HMCXONAMIYIO CeKYHIY. 
BMecTe c TeM, Ba ΟΠΟΠΥΙΘΟΙΙΗΧ pyr 3a ApyromM ΔΠΟΟΤΡΟΦᾶ, 
KOTOpble HEOMbITHOMY ΒΞΓΠΗ͂ΠΥ ΜΟΓΥΤ MOKa3aTbCA “JBOMHbIM 
anocTpodom", MpesmonaraloT MeHWe ΠΒΥΧ HHCXOAAMWIMNX CeKyHI. 
[lostomy B TeKcTe NOACHAeTcA, YTO ᾿ΔΠΟΟΤΡΟΦΗΡΥΙΟΙΠΗΪ MMe- 
eT 1Ba WHTepBala’, TOrMa KaK MOAJIMHHBIN DBOMHOK anocTpod 
- ODMH. 


K 1.47, 

1 κοῦφος - Nerkuii. 

2 τζακιζεῖν MOKHO MepeBecTH KaK “BbUIaMbIBaTb", “pacTo- 
TIbIPHBaTb’ . 

3 Wuaye ropops, cioBa, HallMcaHHble B HOTHOM pyKorNcHn 
ΠΟΙ͂ 3HaKOM MapaKIHTHKH. 

* παρακλητικός - ΠΡΗΞΒΙΒΔΙΟΙΙΜΝ, nobyxnaIownit. 

> To ects φϑορά - paspyuieHne. KoHeyHo, Halllemy cospe- 
MCHHHUKy CTpaHHO YHTaTb, 4TO @TOpa UMeeT CBOH Mesioc. Beh 
OOMIEH3BeCTHO, 4YTO 3HaK MOJYIAIMM He MOXKeCT HMETb CBOerO 
3BydaHua. OH TONbKO ΟἩΓΗΔΠΗΞΗΡΥΘΥ TOMY, KTO TloeT MO HOT- 
HOW pyKoNvcH, 4YTO B KOHKPe€THOM MECTe NeCcHOMeHHA Mpo- 
MCXOQMT MOJYJISUMA B HHOK wMxoc. OnHako HeoOxOo,HMO No- 
CTOAHHO NOMHHTb, YTO JIA BHU3AHTMMCKHX MY3bIKAHTOB Kax- 
AbIK HOTOrpadvyecKWit 3HaK, HaXOJAllMiica B ONpewesIeHHOM 
3HaKOBOM OKpyXeCHHH, OBI He TOJIbKO TeopeTHYecKON ab- 
CTpakuveH, HO ἢ 3HAMeHOBa OcOoboe 3ByYyaHNe (Mesoc). Πο- 
3TOMY YMOMHHAaHHe B TeKCTe O TOM, ΤΟ (TOpa HMEeT CBOH Me- 
JOC, ABIACTCA HE ΤΟΠΡΚΟ CIEACTBHeEM OOLIeENpHMHATOrO ΠΟΠΧΟΠᾺ 
K ΠΙΟΟΟΜΥ 3HaKy HOTAlIMHM, HO HM X2eNaHveM OOpaTHTb BHEMa- 
HME 4MTaTesa Ha 3ByYaHMe (Μ6Π00) MOAYIAIMOHHOTO ΟΠΒΗΓΆ. 

6 Emile onHo “TemHoe" MecTo. MoxuHo ΠΟΓΩΠΆΤΡΟΣ, ἯΤΟ Ha3- 
ΒΔῊΡΘ 3Haka "TembI" (ϑέμα) y BH3AaHTHHCKHX MY3bIKAHTOB 
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aCCOLIMMpOBaocb c "OCHOBOM" HW Hepa3pbIBHO CBA3AHHOH C Hey 
ΠΡΟΟΤΟΤΟΙ͂ (ucnonmHeHHA -? 3BykKon3BIedeHHA -? ). OmHako 
ΠΕΥΆΠΗ ΟΠΟΒΙΒΆΘΜΟΙῸ B TEKCTe SABNCHHA OCTalWTCA HEACHDHIMH. 
Uro Takoe "Προοτοῦ Tecuc"? Beab dake caMbIM "MpocToH Te- 
cc" - 3TO CoeqMHeEHHe, KaAK MMHHMYM, ΠΒΥΧ 3HAKOB, O003Ha- 
ἸΏΙΟΙΠΗΧ M60 ΟΠΗΟΤΗΠΉΒΙΘ, NH60 pa3yIHYHbIe CTOPOHbI 
MY3bIKAIBHOrO MaTepvana. ἯΤΟ Takoe "Mpoctad XHPOHOMHSA” ἡ 
YeM OHa OTIIMYaeTCA OT "HeMpocTon"? ἯΤΟ sto 3a "“OULlylleHnHe 
Temp"? A, MoxeT 6bITb, Hayao 9ΤΟΙῸ absaula (ὡσαύτως καὶ τὸ 
ϑέμα... ") ucnopyeHo? He wcKoyeHO, 4TO Mepeq τὸ ϑέμα 
ἁπλοῦν ἨΔΧΟΠΗΠΟΟΡ HAHMMeHOBaHHe Apyroro 3HaKa. Ecsim 9ΤῸ 
eHCTBUTeENbHO Tak, TO BapHaHT J (τὸ χέρι) HeOMycTuM 
MoxetT 6nITb, 6"Ke K HcTHHe Bepcna PAHK 63? Tonbko. 
KOHEYHO, HE τὸ χαίροις, a TO χαιρετισμός. ΟΠΗΔΚΟ BCE 5ΤῸ ellie 
HyXKlaeTCs B MpOBepKe. 

7 CornacHo X.-b. Pe6ypy (Rebours 308), nocne stow dpa3bi 
B Codex Jerusalimitanus 332 u3naraeTcaA ynipaxHeHve. K coxa- 
JIGHHIO, OH HE NoBezan o ero comepxaHnn. B PAHK 63 Boooduie 
OTCYTCTByeT Kakol-1H60 cyleq OT ynpakHeHHA. OgHako JI. 
ΤΆΡπο (224, comment. 8) mumleT, ἯΤΟ B STOM MecTe B Codex 
Lavra 1656 MpucyrcTByeT TaOsIMia 3HaKOB, . ΥΚΑ3ΒΙΒΑΙΟΙΠΗΧ 
cepHl BOCXOMAINMX MH HHCXOAALWIMX 3BYKOB, ΗΔ Ποποῦμςε Toi. 
ΚΟΤΟΡΔΗ Haxogutes B Codex Barberinus Graecus 300 (ibid., 153- 
154), To ecTb Ta6mMLa, ABJIAIOWAACA HeEOTbeEMJIEMOHM ὍΔΟΤΡΕ 
ποῦ MpoTeopuHu HU cocTaBIeHHadA NO ΠΡΗΜΗΠΗΠΥ mocnejo- 
BaTeJIbHOTO YBeJMYCHHA pa3sMepOB ΜΗΤΟΡΒΆΠΟΒ - BBEPX H BHM? 
OT YHHCOHA ΠΟ OKTABBI. 

Ucxona M3 3TOTO, αἵ povai ΟΠΘΠΟΒΑΠΟ ObI 3Π60» MepeBoHt! 
Kak "HHTepBaibl’. Ho Takad TaOnuua ABIAeTCA NMepedHemM μη 
ΤΟΡΒΆΠΟΒ TOJILKO Cc ΗΔ1ΠῸ ἢ TOUKM 3peHHa. Beab MbI ΠΡΗΒΡΙΚΊΙ 
K pyro HoTallMu, re ΒΟΟΧΟΠΉΠΠΙΜΗΘ WH HHCXOAAWIMe 3ByKOBbIC 
ΠΟΟΠΘΠΟΒΑΤΘΠΡΗΟΟΤΗ M300paxaloTcaA Ha MHCbMe COBepuLIcHl | 
WHaye. Buast xe KOMIIIeKC 3H&aKOB MHTEpBaIbHOH ἨΟΤΆΠΝ 
ΜΒΙ OL[CHHB@€M OTACJIbHO KaXKTbIM 3HaK MIM TecHc MH, Taki | 
o6pa30M, CUYHTaeM BOCXOAMIMMe MU HHCXOZAWIMe CeEpHH ΞΒΥΚΟῚ 
TOJIbKO CJIEMCTBHeEM MWHTeEpBaIbHbIX MOKa3atTenen. Jina rpe- | 
YeCKHX Κ6 MY3bIKAaHTOB, BOCIIMTAHHbIX Ha HHTEPBaJIbHOM HOTA- 
UHM, BCe MpecTaBIseTcA HaoGopoT, ἡ HoTOrpad@us ympax- 
HEHHA yKa3bIBaeT MM BOCXO_sSUIMe H ἩΜΟΧΟΠΣΠΠΗΘ 3BYKOBbIC 
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IBYKEHMS, 3acpPHKCHpOBaHHble C MOMOLIbO ΡὈΒΟΙΠΗΡΞΙΟΙΠΗΧΟΣ Η 
CyKalOlUMXCA ΜΗΤΟΡΒΑΠΡΒΗΡΙΧ BeNMUHH. C Tako ΠΟΒΞΜΠΜΗ 
nmpeqnoxeHue u3 Codex Jerusalimitanus 332 - "εἶτα ἄρχονται at 
φωναί " - HYKHO MepeBOAMTb Kak "3aTeM HAYHHAWTCS 3BYKH". 

8 HanoMHio, 4TO conmocTaBNeHve 4MCyIa MY3bIKAJIbHbIX 


3BYKOB C KOJIMYeCCTBOM TWaHeT - JaBHSIA ΤρΡΆΌΠΜΠΗΣ. Ewe 
Huxomax (IIB. ) mucan: 
"Τὰ μὲν οὖν ὀνόματα τῶν ὉΠΡΑΒΟΠΠΗΒΟ, 4TO Halme- 


φϑόγγων ἀπὸ τῶν Kat ov- HOBaHHA 3BYKOB BeAYICA OT 
pavov ἰόντων ἑπτὰ ἀστέρων MepeMBuraiouiMxca UM ONyxAa- 
καὶ τὴν γῆν περιπολευόντων FOMIMX ΠΟ Heby 3Be3 HW 3eMIIN . 


πιϑανὸν ὠνομάσϑαι" (Nico- 
machi Enchiridion 3, C. Jan 
241). 

To xe CaMOe BCTpeyaeTcs y ApHcTHaa KBHHTHINaHa, Kora 
OH TlepelaeT MHEHHe ApeBHHXx: 

"τὴν δὲ ἐννεάδα pov- "OHH Ha3bIBQIH ΠΟΒΗΤΚΥ 
σικὴν ἐκάλουν... «διὰ τὸ» τὴν MY3BIKOH..., MOTOMy ἯΤΟ TapMo- 
τοῦ παντὸς ἁρμονίαν te καὶ HHA MM ΒΡΔΙΠΘΉμΟ ΒΟΟΠΘΗΗΟΥ 
περιφορὰν ἐς τοσοῦτον συμ- COOTBETCTByeT TOMY ΚΘ Hcy - 
βαίνειν τὸν ἀριϑμὸν ἑπτὰ μὲν 7 WiaHeramM ἡ ΠΒΥΜ cchepam, 
πλανητῶν, δυεῖν δὲ τῆς te Ha3BAHHIMM ἨΘΠΟΠΒΙΡΚΗΡΙΜΗ͂ Η 
ἀπλανοῦς σφαίρας καὶ τῆς μ- OCTOMMNPIMH . 
νοῦσης ὀνομαζομένων" (Aris- 
tidis Quintiliani De musica III 
6; R. Winnington - Ingram 
102). 

MoxuHo ὄὅβιπο Ob! MpHBecTH MOCTATOUHO MHOFO cBHe- 
TCJIbCTB, MOATBeEpKTaIOWIMxX NONyAApHocTbh uHncna 7 ApH obb- 
SCHEHHM pa3JIMUHbIX ABICHHA ΠΡΗΡΟΠΡῚ W KXN3HEAeSTeAbHOCTH 
yYeroBeKa. A MpOWMTHpylO 3aMMCTBOBaHHbIN y TeoHa ΟΜΗΡΗ- 
ckoro (II B. ) OHH M3 NOMOGHEIX MpHMepoB, cozep>xaHHe 
KOTOporo MOKA3bIBaeT MHOFOYUWMCIICHHOCTb OOslacTeH, sAKOObI 
peryIMpoBaBLUIMxcA 3aKOHOMePHOCTSAMH, BbIpaxkalolMMucs 
YHCJIOM 7: 


5.7 


"To γοῦν βρέφος δοκεῖ 
~ a [4 \ 4 
τελειοῦσϑαι ἔν enta εβδο-- 
; 6 f z » 46 
μᾶσιν, ὡς Ἐμπεδοκλῆς atvia 
ττεται ἐν τοῖς Καϑαρμοῖς.... 
« ᾿ 
γόνιμα δὲ γίνεσϑαι ἐν ἑπτὰ 
~ > 6 
μησὶ, γενόμενα δὲ ἐν ἑπτὰ 
4 > ~ a Le 
μησῖν ὁδοντοφυεῖν, ἐκβάλλειν 
τε τοὺς ὀδόντας ἐν ἑπτὰ ἕτεσι. 
σπέρμα δὲ καὶ ἥβη ἐν δεντέρᾳ 
ς ΩΝ ‘to = ld \ ¢ 2 f 
εβδομαδι yevet SE ὡς ἔπιπαν 
ἐν τρίτῃ καὶ τὴν εἷς μῆκος 
* 9 f ' . 
αὔξην ἀπολαμβάνει, τὴν ὃ 
2 f 9 f [7 
εἷς πλάτος Ev τετάρτῃ εβδο-- 
μὰδι. αἴ τε κρίσεις τῶν νόσων 
«Ὁ ( 
ἐφ ἡμέρας ἑπτά, καὶ βαρυτέρα 
κατὰ πάντας τοὺς περιοδικοὺς 
\ 2 é ~ ἢ 
MUPETOLVG εἰς εβδομὴν 
ἀπαντᾷ..., τὸ τε πλῆϑος τῶν 
πλανωμένων ENTA καὶ ἀπὸ 


\ 
τὴν 


ἰσημερίας ἐπὶ ἰσημερίαν μῆνες 
ἑπτά καὶ πόροι δὲ κεφαλῆς 
ENT καὶ σπλάγχνα ἑπτά, γλῶ-- 
σσα, καρδία, πνεύμων, ἧπαρ, 
σπλὴν, νεφροὶ: δύο" (Theonis 
Smyrnaei  Expositio..., Ε. 
Hiller 104). 


"Tlpeactapiaetca, 4TO 3apo- 
mbit [(YenoBeKa] opMUpyeTcCA B 
7 HelelIb, KaK HaMeKaeT OM- 
nenokn B "AckymieHHaAx”... B 7 
MecsaueB  [HepedKo] cCOBEep- 
jwaeTcA KH3HECNnocoOoOHOe pOx- 
meHve. B 7 mecalieB Fpope- 
ΞΔΙΌΤΟΙ 3yObl, a B 7 ΠΕῚ Bbipac- 
TalwT 3yObl. CeMma WM WHOMMECKAN 
cuna [nosBisiotca] BO BTOpoe 
7- [meTHe], δοροπᾶ Xe OOLIGMHO - 
B TpeTbe wu [Tora Ke YeEJIOBEK] 
WocTuraeT ΠΟΠΗΟΙῸ pocTa, a B 
yeTBeptoe 7- |[neTue] - mon- 
HOTbI. Kpu3vcbi GonesHeH [Mpo- 
XOnAT| Yepes 7 AHEM. Campbii 
TAKEILIH 3 BCeX MpHCTyMNosB 
ΠΗΧΟΡΆΠΚΗ ΠΡΗΧΟΠΗΤΟΣΩ Ha 7 
[Π6Η28].... KommuecTBo MiaHerT - 
7. OT OMHOTO paBHONCHCTBHS ΠΟ 
mpyroro - 7 mecaues. [MMeetcs] 
7 BbIXONOB H3 YTONOBbI HH 7 
BHYTpeHHOCTeH: A3bIK, Cepnue, 
JierkMe, NeyeHb, ceneseHKa ΗΠ 
ΠΒ6 MOUKH’. 


9 ΠΡ 3HaKOMcCTBe C 3THM OTPBIBKOM BO3HHKaeT Brieyat- 


ΠΟΗΜΘ, 4YTO B HEM TepMHHOM ἰσον ob03HayaeTcH HE ΤΟΠΒΚΟ 
coOcTBeHHO 3HaK McoHa ("c Yero HaYMHaTb'), HOU TO ABNEHHe. 
KOTOpoe B PYKONMCAX MMeHyeTCs! τὸ ἰσοκράτημα (6yKBasTBHo: 
"ylepxkaHWe McoHa") - HCMONHeHHe ΟΠΗΟΪ YacTblO xopa HeKo- 
ero MpoTAHyToro 3ByKa, Ha ΦΟΗΘ KOTOPOrO 3BY4YHT Meno- 
WMYecKad JIMHMA, ΠΟΙΟΙΠΆΞΟΣ Apyrou yacTbio xopa (CM.: S797. 
Γρ. Οἱ ἀναγραμματισμοὶ... 31,36-37; cM. Take KOMMeHTapnii 4 
K 1.50 οὔ. ). H3pecTHo, Το yxe B pyKomucax XIV Bera 
BCTpeyaloTCd COOTBeETCTBYIOWIMe pemMapKH, TpebylomwHe "WCooH- 
Horo meHusa". Tak, B OXHOM U3 pykKomMceH KytT1yMyicKoro 


MoHacTBIpa (Codex Kutlumusius 457), maTupyeMow BTopoii 
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ΠΟΠΟΒΜΗΗΟΐΙ͂ XIV seka, Ha 1.6 3acpHKcHpoBaHo: " Ἐνταῦϑα 
ἄρχεται ὁ δεξιὸς χορός, ἴσα καὶ ἀργὰ, οἱ ὅλοι ὁμοῦ AA. δ΄ 
"πάντα ἐν σοφίᾳ". Β Toi κα pykonHen Ha 1.104 06. ΟΥ̓ΜΘἼΘΗΟ: 
"Eita ἠχίζει ὁ δομέστικος καὶ ψΨάλλουσι ἕξω ὅλοι τοῦτο, οὕτως 
ἀργὰ καὶ ἴσα᾽ [ἦχος] β “Δόξα ἐν ὑψίστοις Θεῷ “ (οΜ.: Ibid., 36- 
37). HerpyaHo ΠΟΓΑΠΆΤΡΒΟΣ, ὍὉΤΟ MpakTvika ΠΟΠΟΟΉΟΙΟ MeHHA 
ACHONb3OBaNaCh 3agoro ΠΟ TOTO, KaK OHA OKa3alacb 3apern- 
CTpHpOBaHHOH Ha JIMCTax pyKoNMceH. Cyt Mo BCeMy, B KOM- 
MeHTMpyeMOM MECcTe Mospa3syMeBaeTCA τὸ ἰσοκράτημα. 

JlevicTBHTebHO, pa3sBe MOXKHO HMHaye TOJIKOBaTh ΟΠΗΟΒΡΘΟ- 
MeHHOe MOBECTBOBAaHHe O CEMH OCHOBHBIX 3BYKaX MY3bIKaJIb- 
HOH CHCTeMbI MH Οὗ HcoHe? ΟΠ B TeKCTe yrBepxAaeTCA, ITO 
Hapsly c 7 3ByKaMM CylecTByeT H HCOH, TO, 3Ha4dHT, pedb ΜΠῸΤ 
οὗ MCOHEe, NpeACcTaBIAIONIeEM BOCbMOHM 3ByK, OJIMLICTBOpAIOWMK 
co6o0H ΠΑΠΟΤΟΗΆΠΡΗΟΘ TOXKAeCTBO Cc MepBbIM. OMHAKO SicHOe ΠΟ 
comepxkaHH1o Meppoe mpesqnoxeHve dparmenta ("BMectTe ὁ 
paBeHCTBOM, TO e€CTb c MCOHOM, [Hx] cylllecTByeT BOCeMb’) 
cpa3y ΚΘ CMeHseTcs BoTIpocomM ("Kak? "), nmocie KoTOporo 
cjlemyeT HeOXKMMAaHHOe OObACHeHHMe, HMKaK He CBA3AHHOE C 
ΠΡΟΠΒΙΠΥΙΠΗΜ TWpesqioxXeHHeM, WM MCOH yxXe MOABIACTCA KaK 
HOTOrFpadHvyecKuH 3Hak, CTABAWIMMCA B Hayane ΠΙΟΟΟΙΟ MecHo- 
leHus. ἸΆΚΗΜ o6Opa30M, Β TeKCTe TMOABIAeTCH ἹΠΟΒ΄, ABIA- 
IOUIMNCA, CKopee Bcero, cuescTBHeM rpy0oH COCTbIKOBKM He- 
OMHO3HAYHBbIX TCKCTOB. 

10 CM. KOMMeHTapuit 12 K 11.41 οὔ. 

ΕΓ Sro mpeanoxeHve, KOHEYHO, ABIAeTCH 3armaBHeM ΟΠΟΠΟ- 
ΒΆΒΙΠΟΙῸ ΠΆΠΠΕ yipaxHeHna. B PAHK 63 oT Hero coxpaHMWica 
ΠΗ͂ΙΠΡ ele 3AMeETHEIM Chea B BAe ἨἩΘΟΟΠΡΙΠΟΪ WakKyHbI (cTpoyka 
31) oT OKOHYAHHA MpewNOKeHHA BO Ξ3ΔΓΠΆΒΗΣ ΟΠΟΠΥΊΟΙΠΘΟΓΟ 
pasHena TpaktTata ("Pa3neneHne mMy3biknv"). B nyonukaynn JI. 
Tapno Codex Lavra 1656 oTcyrcTByeT ἢ 3TO ΠΡΟΠΠΟΣΚΘΗΜΘ, ἡ 
Bpoo6ile yYMOMMHaHHe 06 yiipaxkHeHHH (cM.: Tardo 225). XK.-b. 
Pe6yp xe yKa3biBaeT, uTo B Codex Jerusalimitanus 332 B 3TOM 
MecTe HaXOMMTcA yrpaxHeHHve "sur les voix ascendantes et 
descendantes” (Rebours 309). OqHaKO HENMOHATHO, Kakad pa3HH- 
lia MexyY ITHMM yipakHeHHAMN MW TeM, KOTOpoe ObIIO γπο- 
MAHYTO ΒΡΠΠῸ B cBa3H c VMepycanumMckoH pykonMcbio (cM. 
KOMMeHTapHi 7 Κα HacTOALIeMy JIMCTY). 
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12 tepetiopoc WIM τερέτισμα - ΒΟΚΑΠΡΗΒΙΝΪ ΚΔῊΡ, MMeBLUHIt 
peBHve ΜΟΤΟΚΗ. Ero Ha3BaHWe ΠΡΟΜΟΧΟΗΜΤ OT Irvarona 
τερετίζειν - M30abaTb webeTaHve ΠΟΠΟΟΗΟ NacTouKe WIM H3ia- 
BaTb 3BYKH, MoxoxHe Ha "ecHb’ cBepuka. TakoW ΚΔῊΡ Obi 
IIMpOKO pacIipocrpanHeH. elue B ApesHeh Tpeunn. LPecuxnii 
(Lexicon) cooOulaer o HeM cCilenywulee:"tepseticopata dai 
ἀπατηλαΐ, τὰ τῆς κιϑάρας κρούματα καὶ TA TOV τεττίγων ἄσματα" 
("TepeTHCMbI - ΠΟΣΚΗΡΙΘ Ne€CHH: Mbechl AIA KHdapbi HM MeHHe 
CBepykKoB) HAM " tepstitovta λαλοῦντα ἐκ μεταφορᾶς τῆς 
χελιδόνος " ("TepeTHCTByIOWIMe - Te, KoTOpbie wieGeuyt. 
Tomo6HO slacTouke"). Κα coxaleHHlo, NOApOOHbIe Xapak- 


TCPHCTHKH AHTHYUHSIX TepeTHCM He COxpaHWINchb. Ho, Kak | 


MOXHO CYIHTb MO CBHAeTeIbCTBaM paHHEBH3aHTHMCKMX Hi ΠΟ- 
30,HEBH3aHTHMUCKMX CHeWMaIbHbIX MCTOYHHKOB, ΠΕΡΟΠΒΙΟΙΠΙΗΧ 
aHTHYIHY1O TpalvuMio, WIA STOTO X*xaHpa OLLI ΠΡΗΟΥΙΠΗ OpHa- 
MeHTHKa, paciieBhl Η ΦΜΗΟΡΗΤΥΡΡΙ (cM.: Anonyma De musica 
scripta Bellermanniana, D. Najock 4,28,29; Manuel Bryennius 
The Harmonics..., G. Jonker 308, 312). B xpucrnvaHcKy1o spy 
HAMMCHOBAaHHE τερετισμός ΠΡΗΜΘΗΞΠΟΟΣ Καὶ APyFOMy BoxKalib- 
HOMY XaHpy, H3BECTHOMY KaK τὸ κρατῆμα. 

13 ToyHoe HaHMeHOBaHHe - 1 χοραὐλητική: coemMHeHHe ὁ 
χορός (Χορ) H ἣ αὐλητικῆ (HckyccTBO MIpbI Ha aByoce). 
XopaBleTHKON B /[pepHeHh Tpeltuu Ha3bIBaIM MCKYCCTBO co- 
TIpOBOXAaTb MeHHe xopa HIpON Ha aBoce. 


K 1.47 οὔ. 
1 Tloqo6Hoe NosxpasyeteHMe My3bIKM GbINO M3BECTHO euie Β 


JipepHett [peuuu. Hanpumep, II[narony npunmuchiBanocn, ΤΆΚΟΣ 
pa3qesleHWe MY3bIKH: 


“Η μουσικὴ sic τρία "My3bika pa3jelsetca Ha ΤΡΗ 
διαιρεῖται ἔστι γὰρ ἡ μὲν διὰ ἰ[ΒΗΠ8]: onHa - TOMbKO ΠΠῊ YCT, 


KaK NI€CHA; Apyrad - JIA ycT u 
pyK, Kak KHtapoyna; a TpeTbs - 
TONbKO WIS pyK, KaK ΚηΦα- 
τὰ poll OF > , PpHcTHKa. CtTano ObITb, OHH 
οἷον ἢ κιϑαρῳδια τρῖτον A710 

τῶν ΧΡῊ Ὁ [pon] — οι TOJILKO ΠΠΗ͂ ΥΩ, 
κιϑαριστικῆ τῆς ἄρα μουσι- ee " tihng [te Lain 
κῆς ἐστι τὸ μὲν ἀπὸ , τοῦ 

στόματος μόνον, τὸ ὃ ἀπὸ 

τοῦ στόματος καὶ τῶν χειρῶν, 

τὸ ὃ ἀπὸ τῶν χειρῶν" 

(Diogenis Laertii De clarorum 

Philosophorum _ vitis..., (. 

Cobet 87-88). 

2 Kak M3BeECTHO, cormacHo aHTH4HOMy ΜΗΦΥ, NepBaa supa 
Oba chelaHa 9,3 ΚΗΙΠΟΚ OapaHa, HaTAHYTbIX Ha ΠΘΗΠΙΗΡΡ (ὃ 
Spat) uepenaxu. Likypa ΚΗΒΟΤΉΒΙΧ TakXKe HCHonb30Basacb 
AJiA MpOH3BOACTBa MHOFHX MHCTPYMECHTOB. 

3 He vcKmoyeHo, 4To llepeq HaMH ΠΟΠΡΙΤΚᾺ ΟΠΗΟΔΗΜΗ oOL- 
HOFO 3 BaxKHeMUIMX XMPOHOMMYeECKMX ΚΘΟΌΤΟΒ, ΒΡΒΙΠΟΙ- 
HAIOUWHXCH C ΠΕΠΡῸ Nepeqauyw MeBY4M TOFO MY3bIKaJIbHO- 
3BYKOBOrO deHOMeHa, KOTOPbIM B pyKONMcH ΦΗΚΟΗΡΟΒΆΠΟΝ 
3HAKOM HCOHAa. 

OTOT ΜΗΠΟΤΟΚΗΪ MxOc MOCTaBMJI MHOTO ΧΠΌΠΟΤ ΠΕΡΒΡΙΜ 
MCCIICAOBaTeENIAM KOMMEHTMpyeMOro TpakTaTa. Kak M3BeCTHO, 
TpagvuMA “HalkMOHasIbHbIX" HW "IWICMeHHbIX" HaHMeHOBaHHt 
(πα ἤοκμ, cbpuruiickui, πορηἤβοκμῆ wu τ. π. ) πᾶποτο- 
ΗΔΠΡΗΡΙΧ ΟΟΡΑΞΟΒΔΗΜΗ͂ πὸ  ρεβηϑρῖ Tpeunn. OnHako, HH 
OMMH ([ ) 13 COXpaHMBIUMXcd AHTMYHEIX ΟΠΘΗΙΜΆΠΡΗΡΙΧ MCTOY- 
HHMKOB ΗΘ YIOMHMHaeT ᾿ΜΗΠΟΤΟΚΟΪ rapMOHHN'. 

Γμΐομ Bunnoto, yBuaeB B pyKoMMcu yKa3aHHe Ha "ΜΗΠΕΤ- 
CKHM Mxoc", ΡΕΊΠΗΠ, τὸ STO οἰπμόκᾶ. Jina eBponeiiua, BocnH- 
TaHHOYO Ha JpeBHerpeyecKOM KAacCCHYeCKOM TeOpHH MY3BIKH, 
TaKOe 3akKTIO“YeHMe BNONHE 3aKOHOMepHO. I. BusnoTo cpa3y xe 
ΟΥΤΩΣ UCKaTb HCTOUHHK OOHapyXeHHOH ΗΜ "ΟἸπμόκη". OH yBH- 
Het €€ NpHYMHy B HeEKOM (ABHO BbYYMaHHOM HM) 9ΒΟΠΙΟΠΜΗ 
NPOW3HOWeHHA MpwiaraTembHoro μιξολύδιος (μηκοοπμπμῇ- 


τοῦ στόματος μόνον, οἷον ἥ 
gon δεύτερον δὲ διὰ τοῦ 
στόματος καὶ τῶν χειρῶν, 
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CKMH), KOTOPbIM ApeBHHe TpeKHM ΗΔ3ΡΙΒΏΠΗ OAHY H3 πᾶποτο- 
HaJIbHOcTeH CBOeH MYy3bIKaJIbHOM cucTembl. [lo MHeHMIO I. 
ΒΗΠΠΟΤΟ, cHayaa Η3-38 BbINageHHa ΟΥ̓́ΚΒΡΙ (CHHKOTIbI) € 
BMECTO μιξολύδιος ΠΡΟΜΒΗΟΟΗΜΠΗ μιλύδιος (? ), a 3aTeEM, AKOOBI 
B pe3yibTare cMarTyeHHa 6, NomyaMsoch μιλήσιος (ΜΗποτοΟ ΚΗ). 
Ho Tak kak [. BuoTo 6b yOexTeH, YTO Ha3BaHve Wiarasib- 
ΗΟΙῸ Hxoca BCera cocTOsyIO 93,38 HaMMeHOBaHHA OCHOBHOTO C 
woOaBeHHeM ΠΡΗΟΤΩΒΚῊ ὑπό, TO BO HMA yTBepxXKTEHHA CBOeH 
KOHUeCNUMH OH Mollie Wake Ha “HcnpaBIeHve’ TekKcTa MepBo- 
ViCTOUHHKa Ἡ dpasy " ἐκ Μιλήτου 6 μιλήσιος ὁ 8% Kai ἐξ αὐτοῦ 
ὁ πλάγιος τοῦ τετάρτου " MepeBen Kak "Le milésien est venu de 
Milet; de celui-ci s'est forme | hypomilesien" (Villoteau G. Op. 
cit., 812), To ecrb: "Munetckuit [uxoc] nponsolen u3 Muneta, 
M OT 9STOTO NocneyqHero Mpon3o0ler ΓΗΠΟΜΗΠΟΤΟΚΗΝ. Tak, 
cormacHo I. ΒΗΠΠΟΤΟ, ΠΟΙΣΚΗΔ Oba MmacMTb rpedecKast PyKo- 
ΠΗ͂ΟΡ, ΟΟΒΟΘΟΣΚΠΘΗΗΒΔΗ OT OLIMOKH. 

Bonee MHTepecHbIM War K pa3raqke MWIeTCKOTO Mxoca cHe- 
jan %#K.-b. Pe6yp. B ofHOM 933 CBOMX KOMMEHTapHeB kK 
nyOmnkaunn WMepycanu“Mckow pyKonvicH OH HalloMHWJI 4HTa- 
TeIaM, ὍΤΟ “Munert eile 3af0nro πὸ AHH ABIAJICA MOLIHbIM 
OYaroM 3IVIMHCKON WHBHIM3allMH; TaKMM OOpa30M, HHM4YTO He 
IIpOTHBOpeyHT TOMY, 4YTO BeJIMKHM Topo ΟὟΜΤΩΣΙ 3a YECTE 
MMCTb ΟΒΟΙῸ MY3bIKaJIbHyIO cMcTeMy, Kak @Mpunrua, JIugquna ἢ 
Upyrue ero cocegn. Mbi ΠΟΌΤΗ BbIHyXIeHbI OLVIM ΟΕ ΠΡΌΉΗ ΤΡ 
9Ty THNoTe3y, ΘΟΠῊ ObI Β HEKOTOPbIX APyrWx TpakTaTax Takxe 
YNOMMHaslach MMJieTCKad TOHaJIbHOCTbh. Κα coxqwIeHH1o, 970 
HaMMeCHOBaHHe COXeEpXKUTCA TONbKO B ΠΡΗΒΕΠΘΉΗΟΜ OTPBIBKe. 
OyHakO OZHOTO 3TOFO CBUAeETEILCTBA Malo, YTOOLI COMMACHTECA 
C HMM ΠΟΠΗΟΟΊΡΙΟ᾽ (Rebours 9). 

Ha pallvoHalbHoe 3epHo, coflepxallleeca B ΜΗΘΗΜ OK. -5 
PeOypa, 33 yKaxky B cCyIeqyIOWIeCM KOMMeHTapHH. 3Π60} xe 
HYXHO OTMECTHTb, 4YTO ΠΟΟΠΘΠΗΘΘΟ ero yrBepxKTeHHe HeBepHo. 
TaK KaK Halll TpakTaT - He CAHHCTBEHHbIN BH3AHTHHMCKHH MY 
3bIKaJIbHO-TeOpeTHYeCKMM MCTOUHHK, YNOMMHAaWWIMH Mic. 
CKMH uxoc. Tak, B couMHeHMN Taspnuna (Gabriel 74, 411-414 
cozepxKaTca ΟΠΟΠΥΙΟΙΠΗΘ 3HaMeHaTeJIbHble COB: 
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"Ὁ δὲ τέταρτος καλεῖται “ΠΘΤΒΟΡΤΒΙΝ [uxoc] ΗΔ8351Βᾶ- 
μιξολύδιος τινὲς δὲ τοῦτον eTCA MMKcoNMAMHCKHM. Hexo- 
οὕτως ὠνόμασαν, ἐγὼ δὲ λέγω ΤΟΡΡΙΘ Tak ΗΔΒΒΆΠΗ ΟΓΟ. Ho a 
Woe EO Ome sy τῇ Hasbibalo [ero] MuneTCKMM, πο- 
TOMY 4TO ero Μμπος Ob πο- 


Μιλήτῳ ἐπλεόναζε τὸ τοῦδε i 
nyiaspeH B Muuete’. 


μέλος". 

3HaKOMACh C 3THM ΦΡΑΓΜΘΉΤΟΜ, HYXHO HMMETb B ΒΗΠΥ, 4TO 
MHeHHe ΓΆΒΡΗΜΠΆ, KaK WM TepMMHOJIOrMA paccMaTpHBaeMOro 
ΗΔΜΗ TeKCTa, He ΜΟΙΠῊ MosBuTEca ex nihilo. CnegqoBaTesIbHO, 
3To 51 OMpeteneHHad JIMHHA B BH3AaHTHHCKOM My3bI- 
ΚΟΞΗΔΗΜΗ, MCTOKM KOTOPOM cKOpee BCero YXOAAT B PaHHEeBH- 
3AHTHHMCKOe BPeMA. 

> Jakopa 6blla TOUKA 3peHHA, MOBCeMecTHO pacripoctTpa- 
HeHHasl He TONbKO B Bu3aHTHH, HO UM Β ΠΟΞΠΗΘ ἢ AHTHYHOCTH. 
Ona Oba pe3yJIbTaTOM CBOcOOpa3HO HMCTOJIKOBaHHbIX ABJICHHH 
apXawyecKoro My3bIKaJIbHOTFO MCKYCCTBa WH CBHJICTEJIbCTB O HEM. 
B fevcTBHTeMbHOCTH x%e, KaK MpedcTaBiseTcA, CyTb Tena 3a- 
KIIOYaIaCh HECKOJbKO B ΜΗΟΜ. IJoOapoOHO CBOM ΒΞΓΠΗ͂ΠΡΙ Ha 
STY ΠΡΟΟΠΟΜΥ, cepbe3HO OTIMYAIOWIMecA OT OOLICMPHHATHIX, A 
3ΞΠΟΧΗΠ B KHMrax: 3anes ThicaueneTUH. IlonyiaApHbie OuepKU 
MY3bIKaIBHOK KyIbTypbi JipepHeit [penn u JipepHero Puma (B 
neyaTu); Βοϑημῆ. O My3bIKaIbHOM ycTaHoBeHuH. Mcciie- 
MOBaHHe, NepeBoq ἢ KOMMEHTapHN (B NeyaTH). 

KybTypa MHOrMx rpeyecKMX ΠΠΟΜΘῊ VM “BapBapcKHX"” Hapo- 
OB B ΠΡΟΠΟΤΆΒΠΘΗΜΗ CaMHX FrpeKOB ΔΟΟΟΠΜΗΡΟΒΆΠΔΟΡ CO CBOe- 
OOpa3sHbIM MCKYCCTBOM H, B YaCTHOCTH, Cc OCOObIMM CTHJIAMH 
MY3bIKH. OHM BbIP@KANIMCh pa3sHOOOpa3sHbIMHM MOPHHCKMMH, 
MOHHHCKMMM, 300MHCKMMHM, dpHrMiicKHMH MW JIMIMHCKMMH 
MeJIOCaMH, TO CCTb N€CHSIMHM, MYy3bIK@JIbHLIM COMpOBOXICHHEM 
TICOK, MHCTPYMCHT@JIbHbIMM ΠΡΟΟΔΜΗ MW T. O. Muorma ux 
ΗΔΞΡΙΒΆΠΗ “TapMOHHAMH' (ἁρμονίαι), ITO MOApa3syMeBasIo Oco- 
Obie "ctwin". IipwyemM B MesIOcaxX pa3NM4HbIX ΠΠΟΜΘῊ ἡ Hapo- 
AOB eCTeCTBEHHO ΒΟΠΠΟΙΠΙΆΠΜΟΡ cChelMpuyeckMe, XapaKTepHble 
oOpa3bl, OTpaxaBliMe *XH3Hb TOO HIM HHOFO Hapoda. 

VspecTrHo, 4TO B ApeBHelWIMe BpeMeHa BaXKHYIO ΡΟῸΠΡ AIA 
SMOLUMOHaAIbHOrO BOCHPHATHA oOpa3sa ἩΓΡΩΠ perucTp ero 
3ByyaHHa. [losToMy pa3NH4Hble HALMOHAJIBHbIC ΜΟΠΟΟΒῚ HU Tap- 
ΜΟΗΜῊ Μ3ΠΑΓΆΠΜΟΡ B COOTBETCTBYIOLUIHX perMcTpax, 3aBHCALIMX 
OT OcoObeHHOCTeH O6pa30B. Tak, HanmpHmMep, MYXECTBeEHHBIe ἢ 


repoMyeckHe MecHh u 3MbaTepHu (MaplIH) AOpHKueB “alle 
ΒΟΘΙῸ 3BY4aJIH B HH3KOM perncrTpe, a WMIMMcKHe NorpebabHble 
3amylaukKH - B BbICOKOM. KOHC4HO, 3TO HE O3HAdaeT, TO 
ΠΟΡΗΪΟΚΔΗ My3blKa 3ByY4asla TOJIbKO B HH3KOM PperncTpe, a 
NHOMMCcKad - HCKIIOUHNTeEJIbHO B BbICOKOM. PeYdb ἩΠῸΤ JIMLUIb O 
HanOonee XapakKTepHOH TeHOCHUHH, CBA3aHHOH CO CMbICJIOM 
MY3bIK@JIbHbIX OOpa30B WM OCOOCHHOCTAMM aHTHYHOPO Οπνχο- 
BOFO BOCIIPHATHA pa3IMYHbIX perMcTpos. Bo BCAKOM CJIydae, B 
mpewcTaBIeHHW ApeBHHX FrpeKOB cTporadA MW repoHyecKadA My3bl- 
Ka NOpHiwveB Τὶ ee 3Toc (ἦθος) ObIIM Hepa3pbIBHO CBA3AHBbI ὁ 
HH3KMM PerHCTpoM 3By4aHHs, a JIOOOBHbIEe H MOXOPOHHbIle 
NeCHH ΠΗΠΗΪΠΙΘΒ - C BhICOKMM. 

BnocjleqCTBHW 3Ta OCOGeHHOCTL AHTHYHON Xy1OXKeCTBE HHO 
XKH3HH ΠΟΟΠΥΣΚΗΠᾺ OCHOBOH DJIA CO3qaHHA TeOpHH CHCTEMBI 
TOHAaJIbHOCTeH, We KaKHOe HAMMEHOBAHNMe THNa "ROpHicKun', 
“PpHruhickun", “WHaWHcKMM" WM Wporwwe ObLIO COMps>KeHO Cc 
OTHOCHTeEJIbHbIM BbICOTHbIM YDOBHEM 3ByYaHHA akOBOMW Opra- 
HH3auHu. CdopMNpoBaHHad TaKHMM OOpa30M TOHAaJIbHavA CHCTe- 
Ma HWIMpOKO pacipocTpaHWlacb WM yKOpeHWylacbh B ΟΟΞΗΔΗΜΗ 
MHOrMxX MOKONeHHH. [lo MpolliecTBHM 3HAYNTeEbHOTO HCTO- 
pHyYeckoro BpeMeHH M3 NaMATH MOTOMKOB NMOMHOCTbHO "BBI- 
BeTPHJIMCb' TpPH4HHbl, ΠΡΗΒΟΠΙΠΗΘ Καὶ co3qaHHio MOROOHO! 
CHCTeMbI, ἢ ΒΟΞΗΜΚΠᾺ HEOOXOAMMOCTD B 66 MCTOJKOBaHHH. Bot 
TorMa-TO WH ΠΡΟΜΒΟΗΙΠΟ 3apoxeHMe TOM, cTaBuieH Βποσποη- 
CTBHM 3HaMeCHHTOH, KOHUCMIMH, cormacHO KOTOpOH B XKH3HH 
ΠΟΡΗΜΙΘΒ NpeBasIMpoBana DOpMNcKaA ΠΑΠΟΤΟΗΆΠΡΗΟΟΤΡΕ (ἄρμο- 
νία, τόνος, τρόπος), Υ ΦΡΗΓΗΠΟΒ - ΦΡΗΓΜἤΟΚΔΗ, a y THOME 
- πμπηΐοκδαη. HecmMoTps Ha BCH CBO OeCCMBICNCHHOCTh, Ta- 
Kad TOUKAa 3peHHA AepxKaylacb MHOYFO CTONCTHH. 

OnHakKo, €CJIM BepHYTbCH Καὶ 66 ΜΌΤΟΚΩΜ, TO e€CTb K Tor 
peaylbHOH XyOXKecTBeEHHOHM CHTyallMv, AaBluled MMMyIbe ΠΠΗ 
(POpMHpoBaHHsA TeopeTHYeCKON ΤΟΗΔΠΡΗΟΠ CHCTeEMBI, TO ΠΡΕΙ͂- 
nonoxeHHe ἈΚ. -b. Pebypa (cM. Πρϑπριπυ πῇ KOMMeHTapnHii) 
ΒΡΙΓΠΉΠΗΥ TOBOJIbHO MpaBONOOOHO. 

JlevicTBUTeENbHO, B IPeBHerpedecKoM oOuxoe ΟΥ̓ΠΘΟΤΒΟΒΆΠΗ 
He TOMbKO πορηἤἥοκμηῦ, ΦρΡΗΓΗΜΟΚΗἥ uM Mpowe ᾿ΗΔΙΙΜΟΗ8ΠΡ- 
HbIle” TaPMOHHM (TO ecTb CTHIIM) HU Menocbi. M3BecTHO, HamprH- 
Mep, YNOMMHaHHe "“oOslacTHOrO" cTWIA - GOeOTMHCKOTO (Aristo- 
phanis Acharnenses 13-14) nw “namM@unwMiickoro cryin" 
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(Παμφύλων τρόπον " - Philostrati Vita Apollonii... I 30). Tloaemy 
xe He MOTIM CylleCTBOBaTb "“roposckve" ΓΔΡΜΟΗΜΗ-ΟΤΗΠΗ, 
QONYCTMM, ᾿ΜΗΠΟΤΟΚΗ 7 ΤΆΚΗΜ ΠΡΗΠΑΓΑΤΘΠΒΗΒΙΜ ΜΟΙ 0o603- 
HayaTbCA CTWJIb MY3bIKaJIbBHOTO ΜΟΚΥΟΟΤΒα Muyiieta, ΠΆΒΙΠΘΓΙΟ 
/IpesHeh [ΡΟ sBenukoro aAMudupaMouctTa H My3biKaHTa 
Tumodes (0k.450-360 rr. πο Η. 9. ). 

Bmecte c ΤΟΜ ocTaeTCd He€MOHATHbIM, MoyemMy MpewaHve o 
MVWJIETCKOM MesOce ΠΡΟΙΠΠῸ MMMO CieliMasIbHbIX MpeBHe- 
rpedecKHX TpakTaTOB MO My3bIke. He 3apomMuocb HM OHO Ha 
3aKaTe AHTHYHOTO MUpa ΜΠῊ Ha 3ape BH3aHTMHCKON 3smoxn? Ha 
BC€ 39TH BOTIPOCbI MOKa H€BO3MOXHO JaTb oTBeT. Ilo3sTOMYy HeT 
HM4erO YAMBUTeENbHOTO, ἯΤΟ COBPEMEHHbIe ΚΟΜΜΘΗΤΆΤΟΡΕΙ οὔ- 
XOMAT MOJMaAHHMeEM YIOMMHaHWe MMeTCKorO Mxoca B JIIOOOM 
MCTOYHMKe; CM., HalmpumMep: TJardo 226; Hannick Ch. und 
Wolfram G. Kommentar // Gabriel Hieromonachos... 124-125. 

OToxgecTBNeHWe ἈΠΟΚΟΔΗΠΡΗΟΚΟΙΟ yyeHoro ΚΠΆΒΠΗΚΞ 
Iitonemes (83-161 rr. ) c Κακημ-πμβδο M3 ΠΗΤΗΘΔΠΠΆΤΗ 
{ironemeeB, ΠΡΑΒΗΒΙΠΗΧ Eruntrom c 305 no 30 ΙΓ. ΠΟ H. 3., - 
ΠΆΒΗΘΘ 3ΔΟΠΥΣΚΠΘΗΜΟ. CormacHo OAHMM HCcyIeqOBaTeIAM, Ha- 
yao BepCHH O apcKoM ΠΡΟΜΟΧΟΣΚΠΘΗΜῊ Koaapana LTosemes 
BOCXOQMT Κα O6e3BecCTHOMy epeMMcunky COYMHCHHH 3Ha- 
MCHHTOTO Bpada, aHaTOMa HM u3KoNora KnaBpgus Tanena (129- 
199 Ir.). AkoObl stor MepemMcuMvK Mocie uMeHN IITONemMes 
ΗΔΠΗΟΔΠ, ΤΟ OH Ob “LapemM Erunta’. [lo apyromy mpegzno- 
ΠΟΣΚΘΉΜΙΟ, Iironemei poguca B I[ltonemaunge Tepmulickon 
(Βορχημῆ Erunet) vu, Kak ΟΟΒΙΠΗΟ ΠΟΠΆΠΟΟΡ B TO ΒΡΟΜΗ, 
NOTIN ΠΡΟΒΒΗΙΠΒ Mo MecTy cBOero poxoaeHusa - Kapa 
IironeManugckuk. BnocnreqcTBHM xe, Onarolapa ΠΟΠΥΠΗΡΉΟΟΤΗ 
uMeHHW I[ITonemMees, Knapguh ΠΤΟΠΟΜΔΗΠΟΚΗ ΟΤᾺΠ ynomMu- 
HaTbcad Kak Kynapgun Πτοπομοῦ (MogpobHee οὖ 3TOM cM.: 
bponumon B. A. Knaspaun HWronemet. Mocxsa 1988, 12), B 
HalleM Xe TpakTaTe MyTaHvlla ObOycNHOBICHA HE »TOJIbKO 
cylllecTBOBaBILeH TpaaqMlWen, CKNOHHOM CYHTaTb yyeHoro IIto- 
neMest MH aps _ IlTromemMeax ONHHM HW TeM Xe ΠΗΠΟΜ, HO H Tem, 
yTO B "TapMOHMKax" I]ToneMes’ NepenaeTca DpeBHAS CHcTeMa 
TOHAaNIbHOCTeM, TEPMHHONOIMA KOTOPpOH ΜΠΟΗΤ ΗΔ HaWMeHo- 
BaHHAM, HMCTIONb3OBaBLIMMCA B CHMCTeMe ΧΟΟΟΒ (πορηἤοκοΐ, 
PpurMiicKoN HT. 1. ). 

B cBoe Bpemsa A. -b. Pebyp BbicKasan ΠΡΟΠΠΟΠΟΣΚΘΗΙ͂Θ, 4TO 
aBTOp WyONMKyeMOre TpakTaTa, BO3MOXHO, cnyTan Koaapausa 
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IIronemesa c TeM H3 ΠΑΡΟΤΒΟΒΑΒΙΠῊΧ [ITonemMeeB, KOTOPBIN 
3a CBOIO J1060Bb Καὶ ΔΒΠΟΟΥ Monyyun ΠΡΟΞΒΜΙΠΘ [lronemes- 
ΑΒποτὰ (Rebours 9, comment. 2). Takoe mpeanonoxeHNHe πῆ- 
WIeHO BCAKOTO ocHOBaHUA. Mapanienb Mexay TeopHel OKTONXa 
HM TOHANbHOM CHCTeMOM, ΞΠΟΣΚΟΘΗΗΟΪ B padoTe Kuaapaya 
IITonemMes, ΒΠΟΠῊΘ ZonycTuma. Ilapannenb ΚΘ MexnLY YICHbIM 
Knapovem IITtonemeem uw ΠΡΟΜ Erunra, yBieYeHHbIM HMIpor 
Ha ΔΒΠΟΟΘ WH, BMONHE BO3MOXHO, axe He 3HaBUICM HH4ETO ὁ 
ΤΟΟΡΜῊ MY3bIKH, - HawyMaHa M DepxKNTCA TONbKO Ha OOLIeM 
Npo3Bule. 


K 1.48. 

| 3HaMeHHTHIii KogeKc Ancien fonds grec 360 To xe CaMoe 
OOBACHeEHHe W3NaraeT B CNeNYIOWMX coBax (Raasted J. The 
Hagiopolites 9): 

" "Αγιοπολίτης λέγεται TO "Kuynra Ha3bipaetca “CBsxTo- 
βιβλίον, ἐπειδὴ περιέχει, patel’, Tak Kak COMepXHT 
ἁγίων τινων καὶ ἀσκητῶν Bim <.-?> HeKOTOpbIX ΟΒΗΤΡΙΧ Η 
ACKETOB, Μ3ΒΘΟΤΗΒΙΧ σΒοοῦ 
ΣΚΞΗΡΙῸ B CBaATOM rpage Hepy- 
cammMe, [HallMcaHHble-? | πο- 
9TaMH ΓΟΟΠΟΠΜΗΟΜ Kocbmoili 
[MaviiomcKuM] HM TrocnoqHHOM 
MoaHHom JlaMacKHHBbIM". 


διαλαμψάντων <.. > ἐν τῇ 
a<yia> πόλει τῶν !;Ἵεροσο-- 
λύμων, συγεγράματα; παρὰ 
τε τοῦ κυροῦ Κοσμᾶ καὶ τοῦ 
κυροῦ Ἰωάννου τοῦ Δαμασ-- 
κηνοῦ τῶν ποιητῶν“. - 

2 Kak ΠΡΆΒΗΠΟ, Β rTpeyecKHX ΟΠΟΙΜΆΠΒΗΒΙΧ HCTOUHMKaX 9ΤῸ 
TeOpeTHYeCKOe ΠΟΠΟΣΚΘΗΜΟ Μ3ΠΑΓΆΘΤΟΙΥ ΠΟΟΡΟΠΌΟΤΒΟΜ genetivus 
possesivus: ὁ μέσος α'ῦ ἤχου, ὁ μέσος BP” ἤχου.... 

3 Yxe ΠΆΒΗΟ cylllecTByeT ΜΗΘΗΠΟ, ὍὍΤῸ Goya B ΠΒΗΗΟΜ 
cllydae - cBeTcKasl ΠΘΟΗΞ, ἃ "ΓΒΗΤΟΓΡΆΠΟΙ" - ΟΠΗΠΘΥΒΟΡΘΗΒΙΘ 
ΠΟΡΚΟΒΗΒΙΧ ΠΘΟΗΟΠΘΗΜΪ. ΒΗΠΗΜΟ, ΒΠΌΡΒΒΙΘ ero BbICKa3an ΔΚ. - 
Β. _Pe6yp (Rebours 10, comment. 2). Bo BcasKOM  csryyae, 
MMCHHO OT Hero OHO Nepewino B 6onee No3sqHHe Ρ8ΟΟΤΡΙ: 
Thibaut J. -B. Monuments... 58; Wellesz FE. Die Kirchenmusik 
im byzantinischen Kirche, 97; Wachsmann K. Untersuchungen 
zum vorgregorianschen Gesang, 84. ComMHeHHe B clpaser- 
WMBOCTH TaKOTO TONKOBaHHA Gono BEIcKa3an P. [Inérrepep 
(Schiotterer R. Die kirchenmusikalische Terminologie der 
griechischen Kirchenvater, 48). Omnaxo, ceftuac 3ToT Bompoc 
HEBO3MOXHO )pelIMTb OHO3HAYHO, TaK KaK MCHONb30BaHHE 
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dopa B TeKcTe "CaaTorpailia’ AaeT OCHOBaHHe WIA ΠΒΥΧ TIpsMo 
ΠΡΟΤΗΒΟΠΟΠΟΣΚΗΡΙΧ ΒΒΙΒΟΠΟΒ. 


B ΌΠΗΟΜ M3 ΦΡΏΓΜΘΗΤΟΒ "Cesirorpagua” (90, Raasted 79-80) 


ΘΟΟΟΟΘΙΠΆΘΤΟΗ: 

"Ta μὲλη ἤ ἁπλῶς 7 
κατὰ σύγκρασιν κρουμένων 
Ov φϑόγγων ἐξηχεῖται ἡ δὲ 
σύγκρασις γίνεται συμφώνων ἤ 
διαφώνων κρουμένων. καὶ τὴν 
μέν τῶν διαφώνων σύγκρασιν 
φρᾶγμα καλοῦσι, τὴν δὲ τῶν 
συμφώνων συμφωνίαν καὶ 
λαμβάνεται ἐπὶ μέν τῶν ao- 
μάτων κρᾶσις μόνη σύμφωνος, 
ἐπὶ δὲ τῶν μελῶν ἀμφότερα". 


"Menochl o3By4HBaloTcs ΠΗ 60 
ΠΡΟΟΤΟ |romocomj, mH6o0 np 
CAMSAHMM MHCTPpYMCHTAaJIbHbIXx 
3BYKOB. CimsiHve ΚΘ OOpa3yeTca 
mM60 M3 CO3BYYHBIX, MHO60 43 
HECO3BYSHbIX ΜΠΗΟΤΡΥΜΘΗΤΆΠΡ- 
HbIX 3BYKOB. CiIMAHMe 3 Heco- 
3BY4UHBIX [3BYKOB] Ha3bIBalOT 
“(pparmMa’, ἃ W3 CO3BYUHbIX - 
cosByyve. MB NecHAX ΠΡΗΜΕ- 
HsleTCA TONbKO CO3By4Me, a B 
Meslocax - o6a [ΠΟ ΤΉ]. ἡ 


M3 coxepxaHua SsTOTO dparMeHTa (OTHOCHTeEJIbHO φρᾶγμα 
cM.: Vincent. Notice... 260-261; Raasted J. The Hagiopolites, 80- 
81), cmemyeT, 4TO hopa HM μὲλος He OTHOCATCH Καὶ UePKOBHbIM 
NeCHONeHHAM, Tak KaK B OOOMX CyYaAX NPHMeHAIOCh MHCTpy- 
MCHTaIbHoe conpoBpoxaeHvNe. A ΟΟΙΠΟΗΒΒΘΌΤΗΟ, 4TO TecHO- 
NeHHA BOCTOYHON ΠΟΡΚΒΗ ObIIM ΠΗΙΠΘῊΒΙ ΜΗΟΤΡΥΜΘΗΤΆΠΡΗΟΓΙΟ 
aKKOMMaHeMEHTA. 

BMecTe ο TeM πρυγοΐ oGMIMpHbIM ΟΤΡΡΙΒΟΚ 9338 "CBaTo- 
rpagya" (6, Raasted 14) qaeT cBeaeHNs As) COBepleHHO ΜΗΟΙῸ 
BLIBOMa: 
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"Ol μὲν οὖν τὲσσαρεις 
πρῶτοι οὐκ ἐξ ἄλλων τινων 
ἀλλ ἐξ αὐτῶν γίνονται. οἱ δὲ 
τέσσαρεις δεύτεροι, ἤγουν οἱ 
πλάγιοι, ὁ μὲν πλάγιος πρῶτος 
ἐκ τῆς ὑπορροῆς τοῦ πρώτου 
γέγονε. καὶ ἀπὸ τῆς ὑπορροῆς 
τοῦ πληρώματος τοῦ δευτέρου 
γέγονεν ὁ πλάγιος δευτέρου᾽ 
ὡς ἐπὶ τὸ πλεῖστον δὲ καὶ τὰ 
πληρώματα τοῦ δευτέρου «εἰς 
τὸν πλάγιον δευτέρου» τελειοῖ. 
ὁ βαρὺς ὁμοίως καὶ ἀπὸ τοῦ 
τρίτου καὶ γὰρ εἰς τὸ Gopa ἥ 
ὑποβολὴ τοῦ βαρὲως τρίτος 
ψάλλεται ἄμα τοῦ τέλους 
αὑτοῦ. καὶ ἀπὸ τοῦ τετάρτου 
γέγονεν ὁ πλάγιος τέταρτος. 
καὶ ἀπὸ τῶν τεσσάρων πλα- 
γίων ἐγεννήϑησαν τέσσαρεις 
μέσοι καὶ Gn αὐτῶν αἱ 
τέσσαρες φϑοραί. καὶ ἀνε- 
βιβάσϑησαν ἦχοι ις', οἴτινες 
ψάλλονται εἰς TO dopa, οἱ δὲ 
δὲκα ὡς προείπομεν εἰς τὸν 
᾿Αγιοπολίτην". 


"UeTbipe mepBbie [πχοοᾶ] οὔ- 
ΡΑΞΥΤΟΗ He Μ3 ΚΆΚΗΧ-ΤΟ πρυ- 
ΓΗ͂Χ, ἃ camu no ce6e. Uerbipe 
BTOpbIx [Hxoca], TO €CTb ΠπΠπᾶ- 


rasibHble, [oOpasyiorca Tak}: 
NepBbii [MiaraibHbIh] MpoOH3o- 
Wwe OT pacnpocTpaHeHHst BHH3 
llepBoro [ocHOBHOrO], a OT pac- 
MpocTpaHeHvWA BHHM3 COcTaBa 
BTOporo§ [Hxoca] MmpoMsolles 
TWiarambHbId Broporo. AHaJOo- 
THYHbIM OOpa3s0M HW “HH3KMH" 
[mpon30lien} ΟἹ TpeTbero [HxXO- 
ca], HOo B NecHe OCHOBa “HH3- 
Koro” noetca [KaK] TpeTHH, οπ- 
HOBpeMeHHO Cc ero OKOHUAHHEM. 
M of yeTBeptoro [uxoca] mpo- 


3ΟΙΠ6Π YeTBeEPThHIN NWarayIbHbii. 


A OT 4YeTbIpex ΠΠΆΓΩΠΡΗΒΙΧ ObLIH 
oOpa30BaHbI 4eTLIPe CpenhH- 
HbIX, ἃ OT 5ΤῊΧ - YETHIPE Φτο- 
pb. H [|B pesyntrare] Onin 
ΠΡΘΟΠΟΤΆΒΠΘΗΒΙ 16 UxOCcOB, KOTO- 
pble ΠΟΙΌΤΟΙ B NecHoneHuNM. B 
“CBaATorpagiie” ΚΟ, KAK MBI CKa- 
3aJIM Npexae, MX TecsiTb". 


Hetpy4HO 3aMeTUTb, YTO, COracHO 3TOMY TeKCTy, HM Gouna. 
Η ᾿Αγιοπολίτης OpraHW30BaHbI Ha ΠΡΜΗΠΗΠΑΧ ΟΚΤΟΗΧΆ. Y>xe 
TOJILKO OLHO 9ΤῸ ΟὔΟΤΟΞΤΟΠΡΟΤΒΟ He ΠΆΘΤ NOBOAA NpMUNcaAtT, 
ἄσμα K CBeTCKMM ΠΘΟΗΗ͂Μ, TaK KaK NO 6bITOBAaBLUMM mpen- 
CTaBICHHIM MMCHHO B I€pKOBHOM MY3bIKe JaloTOHANBHpEIe 
HOpMbI peTyJIMpoBayivch CHcTeMOHM uxocoB. PacxokneHHe xe Ε 
KOJIMYeCTBE ΜΟΠΟΠΡΒΥΘΜΡΙΧ HXOCOB B JaHHOM cilyyae Hecy- 
ἸΠΘΟΤΒΘΗΗΟ. CKopee ΒΟΘΙῸ, 9TH pacXOKIe€HHA BbISBAHbI Heor- 
ΗἨΟΤΗΠΗΒΙΜΗ MCUMCICHMsIMM MxOcoB: B ᾿Αγιοπολίτης ΠΡΜΗΗ- 
ΜΔΙΟΤΟΗ͂ BO BHMMaHMe ΤΟΠΡΚΟ κύριοι HM πλάγιοι, a B dopa 
YIMTBIBAIOTCA TaKKE μέσοι H φϑοραΐ, KOTOpble NO cyrH jena 
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ABIAIOTCA TEMM XE κύριοι HW πλάγιοι, HO Ha3BAaHHbIMM ΜΗΔΈ, B 
3aBMCHMOCTH OT ΟΒΟΘΙῸ BBICOTHOTO COOTHOMICHHA pyr c 
ΠΡΥΤΟΜ B Ka&KJIOM KOHKpeTHOM TeCHONeHHH. 

B mocneqHeM M3 ΠΡΗΒΟΠΘΗΗΡΙΧ OTPLIBKOB BaKHO OOpaTHTb 
BHMMaHHWe Ha COeAMHEHHE ic’ ἦχοι M Singularis Gopa. Hukakan 
MY3BIKAJIbHaA JIOTMKa OMHOTO-€MHCTBEHHOrTO MeCHOMeCHHSA He B 
COCTOAHHM BbIeEpKaTb HE TONbKO 16, HO TaxKe H ΞΗΔΏΜΤΕΠΒΗΟ 
MeHblulee 4Yicno uHxocoB. B MpoTHBHOM cylyyae 3TO OyyeT He 
XYMOXECTBEHHOeE TMIpOM3sBeseHHe, a ΗΘΚ yyebHbIN OOpa3ell, 
CO3QaHHbIN pal HariagqHOW ΜΠΠΙΟΟΤΡΆΙΜΗ MOYIAWMK M3 
OMHOM ΠΩΠΟΤΟΗΔΠΡΗΟΟΤΗ B ~Apyrylo. IlosTomy, ecim meper 
HaMH He rpaMMaTMyecKOe Heyopa3syMeHHe, eECTb BCE OCHO- 
BaHHA CUMTAThb, 4TO 3Π60}» Gopa ynoTpeOiseTca He KaK KOH- 
KpeTHoe MecHOleHHe, a KaK HeKOe coOupaTesbHoe o603Ha- 
YeHHe AIA ONpeseNeHHOTO MeBYeCKOTO KaHpa. 

4 Tlepepog - cormacHo Texcty Codex Vaticanus 872 (Tardo 
166), cm. cHocky 42 k 1.48. 

> Tina oObacHeHuaA BoKanN3a "Neavec", KaK ΒΗ͂ΠΗΟ, HCHosb- 
3OBalacb ONM30CTb 3ByYaHNA eTO ΟΠΟΙῸΒ Κ “Νῦν ἄφες". 

6 TIpapaa, 3Π605 HH O KaKoli 61M30CTH 3ByYaHHA BOKaJIN3a Ἡ 
NPMBOAAUIETOCA BLIPAKeHHA HE MOXeT O6biITb Ηὶ peyn. [losTomy 
MeTO OObACHECHHA HAaCTPOMKM TpeTbero UxOca ocTaeTCA Hesc- 
HbIM. ΒΠΟΠΗΘ BO3MOXHO, 4TO C 3TOM dpa3sbl ἨΔΏΜΗΔΠΟΟΡ Ka- 
KO€-TO H3BeCTHOe NecHOMeHNe, HalMMcaHHoe B TpeTbeM MXoce. 

7 C TO4KM 3peHHA rpeyeckol TepMMHONOTMM - 3TO He 
HOBbIM BOTIpoc, a MposowKeHHe obcyKTeHHA Mpebiyliero, 
Kacalolleroca 4 φωνή. ΡΩΞΗΜΠΕ 3aKuOuaeTCA ΠΗῚΠΡ B TOM, YTO 
B MpeAbIyUeM pa3yene ἡ φωνή - HHTepBan, a 30ecb - "ΤΟΠΟΟΐ. 


K 1.48. οὔ. 

1 TIlpeactapisetcs, 4aTo HanGosee BepHbIii RapHaHT 3TOTO 
ΓΠΆΤΟΠᾶ - εἴπωσι, MOMyWaIOUlMiica OT 3alMcaHHore "Ha ΟΠΥΧ᾽ B 
P: ἡ (=e1) + πόση (Ξπωσι). Takylo Xe ΜΒΙΟΠΡ BLICKa3san HX. - 
b. Tu6o (cm.: Thibaut J. -B. Monuments... 87, comment. 4). 

2 AvaylorMuHylo KiaccnudukauMio paet ἡ Codex Barberinus 
Graecus 300 (Tardo 152). Kak wMs3BecTHO, BpeBHerpe4eckoe 
MYy3bIKO3HaHHE, W3 KOTOPOTO 3aMMCTBOBaHbI BCe 3TH HaHMe- 
HOBaHHWA, He 3HaIOo TepMHHa ᾿ΤΗΠΟΜΗΚΟΟΠΗΠΗΜΟΚΗΪ. B 
AHTHYHOH ΤΟΟΡΜῊ My3bIKM HeKOMa ΟΥ̓ΙΠΘΟΤΒΟΒΆΠ τόνος (MIM 
τρόπος), Ha3bIBaBliica "nManMiicKHM". ΤΟ 6.11 cambili 
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BbICOKHH TOHOC B ΠΆΠΟΤΟΗΔΠΡΗΟΙ͂ cHcTeme. B ΠΑΠΡΗΟΜΊΠΟΘΜ, B 
pe3yIbTaTe MY3bIKaJIbHOTO OCBOCHHA HOBbIX 3BYKOBbICOTHbIX 
ccdbep, PpANOM C JIMAMHCKMM TOABYJIcA Gonee BLICOKMHM TOHOC - 
"MHKCONMAMMCKni (μιξολύδιος - ΟΟΥ̓ΚΒΆΠΒΗΟ: "CBASAaHHBIN Cc 
NMQMUCKMM"), ἯΤΟ B pakypce AHTHYHON NaOTOHAIbHOU CHCTe- 
MbI YKa3bIBaiO Ha TO, YTO MAKCONMAMMCKNH TOHOC 6bUI pacno- 
NOKeH PAHOM C JIMAMMCKMM. Ilocnezyloulee paclIMpeHHe My- 
3bIKaJIbHO-3BYKOBOTO TpocTpaHCcTBa TIpHBesIO Κα ΠΟΞΒΠΘΉΜΙΟ 
elle Goylee BbICOKOTO TOHOCa - rMnepMHKcoNMAMHcKOTO (ὕπερ- 


μιξολύδιος - 6yKBaIbHO: pacNoOvIOKeHHbIM Hal MUKCOJIN- 
WMUCKMM). 

KakwM xe 06pa30M B BH3aHTHHCKOM HCTOYHHKeE MOTIJIO 
NOABMTbCA “Ha3BaHve "IMMOMMKCONMAMHCKMN', OTCYTCT- 


BOBaBlUee B APeBHerpeyecKoH TeEOPHU My3bIKH? 

CpeHHeBeKOBble TeOpeTHKM 3HAaIH, YTO TOHOChI! HH3KOH 
3BYKOBON ΟΦΘΡΡΙ obpa3yloTca OT Ha3BaHHA OCHOBHOTO TOHOCA Cc 
ΠΡΗΟΤΆΒΚΟΙ ὑπό (nog). Tlostomy, WMea Ha3BaHHA OCHOBHBIX 
MXOCOB, CpeAM KOTOpbIX Obl WM "“MHKCONMAMMCKMH", OHH 
MeXaHHyeckH ΠΟΟΆΒΠΗΠΗ K MX HAHMMCHOBAHHSM MpHCTaBKy ὑπό. 
Tak, Hapsay c ΠΡΥΓΗΜΗ Ha3BaHWAMM ΠΠΑΓΆΠΡΗΒΙΧ MXOCOB. 
BO3HMK Η "“THMNOMHKCOJIMMMNCKHH'. 

3. B w3n0x%xKeHHN TeKcCTa 3TOTO OTBeTa HeTpyHO yBHaeTL 
HEKOTOpoe MmpoTHBopeuve. B OHOM NpeqoKeHHHM yTBep- 
x*KWaeTcA, 4YTO HXOCbI ΠΗΙΠΘΗΒῚ COOCTBeEHHBIX Ha3BaHHM, a 
MMCHYIOTCA, MOZOOHO CTYNe€HAM (HYyXKHO AYMaTb - 3ByKOpsia). 
ΠΟ HOMepaM. Takoli NOAXOA MONHOCTbIO COOTBETCTBYeT JIOFrHKe 
ΠΆΠΟΤΟΗΆΠΡΒΗΟΣ CHCTeMbl, THe Kaxkad TOHAJIbHOCTh pacnona- 
raeTCA Ha BbICOTHOM ypOBHe COOTBeTCTBYIOWUeH cTyneHun. Ho 
OyKBaJIbHO B CJIeNyIOWIeEM ΠΡΟΠΠΟΣΚΘΗΜΗ NpHBOAATcA "NWH4HBIE 
MMeHa Jd Kaxkgoro Mxoca: πορηἤβοκηῆ, ΦΡΗΓΜΟΚΗΪ wu 1. O. 
IlocnegHee oOcToxTeIbCTBO, Ge3yCJIOBHO, CBA3AHO C ApeBHeii- 
IMMH TpatHWMAMH, yXOASUJMMH CBOMMH KOpHAMH B ApeBHe- 
Tpeyeckoe My3bIKO3HaHHe. CKopee Bcero, yKa3aHHOe MpoTH- 
Bopeyve (KCTaTH, JOCTaTOYHO pacnpocTpaHeHHOe B BH3aH- 
THHCKMX MY3bIKaJIbHO - TeOpeTH4YeCKHX MCTOUHMKaX) ABASeTCH 
CIEACTBHEM COBMCLICHHA NOJOKEHHU musica practica uw musica 
speculativa: nepBas ONepMpoBalla HyMepallveh UXOCOB, a BTOpas 
- AHTMYHON TepMHHOOrHen. 
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4 HauwnHas c 9ΤΟΙῸ BoMpoca, TeKcT pyKoMucH wM3yaraerT 
TeopeTH¥ecKMe yCTaHOBKW, CBA3aHHble c MaseoBH3aHTHHcKoH 
HoTalHen. 

> O6opor καὶ οἱ τόνοι, cNeayIOMMH NMocne τέσσαρα, 1 
BbINYCTH ΠΡῊ Mepepowe He CTOMbKO MOTOMY, YTO OH OTCYT- 
cTByeT B ΠΡΥΓῊΧ PyKOMMCAX, CKONbKO H3-3a ero O6eCcMBIC- 
N€HHOCTH JIA DaHHoro OTBeTa. ΤΟ TakxKe OYEBHAHAaA OMIMOKa 
nepenvicunka. Bo3MOxXHO, 3THMH οἱ τόνοι OH yxe “Ipel- 
BOCXMUa" CeAYIOUM BOTIpOc: "Τί εἰσὶ τόνοι; ' 

6 Kak ΒΗΠΗΟ, yKe ἩΜΚΟΙΠΑ HesIb3a ΟΥ̓ΠΕΤ y3HaTb, MOyeMy 
IIpH ΠΟΡΘ ΜΟΠΘΗΜΗ TOHOB ΠΟΟΠῸ ΒΟΟΡΜΟΙΓῸ HaHMMCHOBaHHA B 
PAHK 63 HeOxwW1aHHO BO3SHHKIO 3araBie “Περὶ τόνου", πᾶ 
elle ᾧραβα "καὶ τόνοι μὲν εἰσί". KoHeYHO, MOXHO ΠΟΠΒΙΤΆΤΡΟΝ 
CMOJe€NMpOBaTb HECKOJIbKO ΟΗΤΥΔΙΙΜΪΙ, ΠΡΗΒΟΠΙΠΗΧ Κα ΤΆΚΟΜΥ 
ὍΟΡΒΙΒΥ" ΠΠΆΒΗΟΙΟ ΠΟΡΟΎΜΟΠΟΡΗΜΗ. Ho spagq πὴ y Κακοΐ- 
ΗΜΟΥΠΡ Μ3 HHX ΟΚΆΣΚΟΘΤΟΣ OoNblie WaHCOB OA Tore, ὩΤΟΌΒΙ 
OLITh ΠΡΗΗΞΤΟΙ͂ 3a ERMHCTBCHHO BepHyw. Bor ofHa M3 ΤΆΚΗΧ 
BO3MOXHBIX CHTyallMH: ΠΟΡΟΠΗΟΎΗΚ, ΠΟΡΟΊΜΟΠΗΗ TOHbI ἡ 
yBHeB cileflyloumMe Jlasiee B pYKOIIMCH-HcTOUHHKe pyOpuku 
"Περὶ πνευμάτων" vw "Περὶ κεντήματος", pein πὸ coOcTBeHHON 
ΜΗΜΗΜΆΤΗ͂ΒΘ ΟΠΟΟΟΘΟΤΒΟΒΑΤΡ ΘΠΜΗΟΪΠ ΦΟΡΜῈ H3JIOKeHHA 
MaTepHayla WH XOTb C ΟΠΟΞΠΔΗΜΘΜ, ΗΟ BCe Ke ΠΡΟΡΒΩΑΒ ΚΑΤΆΠΟΓ 
TOHOB, BHEC HOBbIii ΠΟΠΞΑΙΓΟΠΟΒΟΚ “Περὶ τόνου" (xOTA BepHee 
"Περὶ τόνων") MM, 4TOOLI BOCCTaHOBUTb MpepBaHHoe epe- 
ΠΚΌΠΘΗΜΘ, 3anvican: "καὶ τόνοι μὲν εἰσί" ("CyilecTByloT Hi [Ta- 
ΚΗΘ] TOHBI"). OHaKO, NOBTOPAIO, 3TO ΤΟΠΡΚΟ OHA 93,3 ΜΗΟΓῊΧ 
ΠΟΠΥΟΤΉΜΒΙΧ Bepcenh. 

7 Cyaa mo BCeMy, ΠΡΑΒΗΠΒΗΒΙ BapvaHT 3ΔΦΗΚΟΗΡΟΒΔΗ B 
Codex Barberinus Graecus 300. He τὸ ἐλαφρόν, τὸ κλάσμα, a τὸ 
ἐλαφρὸν κλάσμα (Tardo 159), Tak KaK TOMbKO B TaKOM cylyyae 
lio.tyuaetcd 5 HONYTOHOB, OOLABJICHHbIX paHee (CM. Takxe: 
Floros C. Neumenkunde... 36). 

8 He BbI3bIBaeT COMHCHHM, 4YTO EHHCTBEHHO TIpHeMsIeMbIit 
BapHaHT, COOTBETCTBYIOMINH cofepKaHHW OTpbIBKa, ΗΔΧΟΠΉΤΟΝ 
BJ: "Πνεύματα δὲ εἰσὶ ταῦτα". Takyio Ke ΠΟΞΜΉΗΜΙΟ 3aHHMal Η 
..-Β. Tu6o (Monuments... 87, comment.5). 

2 Kak ΒΗΠΗΟ, BepHoe nepewncnenne naeT B, me ΒΡΙΠΥΙΠΟΗΔ 
anlogkepMa - JIMIMHHM 3HaK MO OTHOMICHHIO K ἼΘΤΡΙΡΟΜ ΠΥΧΏΜ, 
OOLABNCHHbIM paHee. 


10 Πρ nepespoge 41 BbINYCTHI MMUIHee χωρὶς ὀλίγου, KOTO- 
Ge MepelMcyuvK Mo paccedHHOCTM MepeHec ciogqa M3 ΠΡΕΠΗ- 
Villero ΠΡΟΠΠΟΚΘΗΗΗΠ. 

11 3nech mpucyrcTRveT THMMUHaA aa Mepenucauka PAK 


aye 


p 
a 


63 oummO6Ka: OH "περθεοκοῦμπ" c ODHUX φωνὰς (τὸ... χαμιλὸν ἔχει 
εἷς ἐλάττωσιν φωνὰς τέσσαρας) Ha πργτμα (τὸ... ἔλαφρον Ee 
ἐλάττωσι φωνὰς δύο). B ΡΟΞΥΠΡΤΑΤΕ ΠΟΠΥΨΉΗΠΟΟΡ, ἯΤΟ ΧΑΜΗΠῊ 
yKa3bIBaeT JBMKeHHe ΤΟΙΠΡΚΟ Ha Be (POHH, ΤΟΙΠἂ Kak B 
e@UCTBUTebHOCTH - Ha YeTbIpe (cM. cHocky 69 K 7.28 οὔ. 
rpeyecKoro TeKCTAa). 


K 7.49. 

1 Henb3a He OTMeTHTb, YTO KCHPOH ΚΠΔΟΜᾶ M ΔΗΔΤΡΗΧΗΟΜᾶ 
OTCYTCTBYIOT B paHee ΠΡΗΒΕΠΘΗΗΟΜ ΠΕΟΡΘΊΜΟΠΘΗΜΗ 15 TOHOB. 

2 BepHee, W3 HayepTaHHii HeECKONbKHX H306paxKeHHii 3Ha- 
KOB, O603HA4YaIOLIIMX ΤΟΗΒΙ. 

3 Jlo6apnennaa αὶ PAHK 63 καὶ πετασϑῆς, cKopee BCEro, 
ABIIAeTCA OUIMMO6KOH MepemucuWKa, Tak KaK BCe MWM3BECTHEIC 
M300paxKeHHA ΠΗΠΠῊ He ΠΆΙΟΤ OCHOBAHHH CUHTaTb, ATO B Ce 
HayepTaHve ΒΧΟΠΗΤ MetTacTu. He cnyyaliHo καὶ πετασϑῆς OTCcyT- 
cTByeT B BaTukKaHckon Ἡ UepycanMMcKon pykonncsx. ΒΠΟΠΗΘ 
BOSMOXHO, 4TO καὶ πετασϑῆς MOABWIACh paAOM c ἡ διπλῆ 
OnarogwapaA BCe TOM Xe pacceAHHOCTH ΠΗΟΙ8, B3IMIAD KOTOpOTO 
B MOMECHT TlepelHcKM STOTO MeCTa CKOAL3HY No cneyroulel 
CTpouke, Me ΠΡῊ ΟΠΡΟΔΗΜΗ ΦΟΡΜΒΙῚ aHacTaMbl PANOM c ΠΗΠΠῊ 
TakKKe YNOMSHYyTa MeTacTu, Wa elle B TOM Ke POAHMTeJIbHOM 
Nagexe: διὰ διπλῆς καὶ πετασϑῆς. 

4 KoneuHo, coobujenne ΡΑΗ͂Κ 63: "τὸ ξηρὸν κλάσμα διὰ δύο 
ὀξείων «καὶ» τὸ ἐλαφρόν [ΞΞτοῦ ἐλαφροῦ] " - ΟἸΙΠΗδΟΌΗΟ, Tak 
KaK ΗΔΊΘΡΤΥΔΗΜΘ ΚΟΗΡΟῊ ΚΠΔΟΜΒῚ BpA JM MOXKeT ΤΡΑΚΤΟΒΏΆΤΡΟΝ 
Kak ΠΗΓΆΤΥΡΩ OKCHM WM 9ΠΆΦΡΟΗΔ. 3HaAMeHATENbHO, 4YTO 57 
(bpa3a OTCYTCTBYyeT B OCTAJIBHbIX PyKONMCAX. OYEBHAHO, 53Π|4ῸΡ} 
ΜΒῈ HMeeM Π6ΠῸ Cc HOBOK OWMOKOM NepenucunKa, MOBTO- 
ΡΗΒΙΠΟΙΟ τὸ ξηρὸν κλάσμα H3 MpesilecTByollero mepe- 
YHCJIGCHHA TOHOB. 3ΗΔΈΠΤ, Ha MECTe τὸ ξηρὸν κλάσμα ΜΟΙΠῸ 
OKa3aTbcA WM Opyroe ΗΔΞΒΔΗΜΗΘ. ΒΡΠΠΘΠΡΗΒΘΟΘΠΘΗΗΟΙῸ KarTasior 


TOHOB. 


MoxHO ObITb YBEpeHHbIM, ἯΤΟ ΠΡΆΒΜΠΡΗΟΘ 4TeHMe aeT 
Codex Barberinus Graecus 300, "τὸ κράτημα διὰ δύο ὀξείων καὶ 
ἐλαφροῦ κλάσματος" (OHO HW ΒΟΌΠΟΠΡΒΟΒΔΗΟ ΠΡῊ ΠΟΡΟΒΟΠΟΕ). 

Kak ΒΗΠΗΟ, KaKOH-TO M3 Προ ΠΗΟΉΚΟΒ, ΠΡΗΒΡΙΚΙΠΜΗ K 
CaMOCTOATEJIbBHbIM TEPMHHaM 9ΠΆΦΡΟΗ" WM “KCHpOH KJIacMa’, 
o6HapyKMB ἐλαφροῦ κλάσματος, He CMOr TpaKTOBaTb ΤᾶΚΟΘ 
coenMHeHHe CJIOB ΚἈΚ ferminus fechnicus M pellHl, ἯΤΟ B 
pykonvcw oum6xa. Hlostomy emy He OcTaBayloch HHYero Πργ- 
roro, KaK COXpaHHTb B TeKCT€ ΧΟΡΟΙΠῸ 3HAaKOMOE τὸ ελαφρόν ἡ 
ΟΠΥΟΤΗ͂ΤΡ COMHHTEMbHOE 3160}, C ETO TOYKH 3peHHA, τὸ κλάσ- 
μα. 
> Kak ΚβΞΒΘΌΟΤΗΟ, H306paxKeHHe aHacTaMbl COCTOMT M3 AMN- 


IM, NeTacTH WN anoctrpoda » (οΜ.: Floros C. Neumenkunde... 


201). 

6 MHe TpyMHO 2aTb OMHO3HAYHOE TONKOBAHHeE ὁ ἑρμηνευτής 
B WaHHOM KOHTekcTe. [IpeacTaBnseTca, 4TO 30eCb ΠΟΠΥΌΤΗΜΒΡΙ 
Be TpakToBKH. CormacHo οπηοΐ, ὁ ἑρμηνευτής - KOMMeHTAaTOp 
TeopeTHYecKOrTO TeKCTa, a COracHO Apyrow - UCNONHHTeNb, 
Gnectame pasOupalwuinlica B NMeBYecCKHX ἡ HOTOTpapUyecKkHx 
ΔΟΠΟΚΤΑΧ MY3bIKQIbHbIX PyKOMHcen. 

7 3necb Η Πᾶπες TpoeToune |... ] 6ymeT O3HAYATL MECTO, 
OCTaBIeHHOe TMepelMHCYMKOM ΠΠΗ͂ HEBMeCHHbIX IIpHMeposB. Kak 
yxe yka3bIBanoch, B PAHK 63 onm otcyrcrBylT. Ho ecm 651 
naxe B HallleM pacnopsxeHHH He Obiio Codex Barberinus 
Graecus 300, B KOTOPOM TeOpeTHYeCKHH TeKCT aH BMECTE C 
HeBMCHHbIMH ΠΟΟΠΟΠΟΒΩΤΥΤΕΠΡΗΟΟΤΉΜΗ, TO HM TOrMMa HX HETpyAHO 
OLLIO Ob1 BOCCTAHOBHTb, TaK KaK OHH OOLICN3BeECTHHI. 

BaxkHO OOpaTHTb BHHMaHHe, ΤΟ B YYeCOHbIX LWeJIAX 3e€Cb 
CONOCTaBIAIOTCA HAaCTPOHMKM ΠΒΥΧ ΠΟΟΠΟΠΟΒΩΤΟΠΡΗΒΙΧ HXOCOB. 
Bnarofapa STOMY YICHHK MOF OTYETNMBO OLLYTHTb HHIMBH- 
AyaNIbHOCTh OTICNbHOM HAaCTPpOMKM KM MeCTO KaxkKON 93 HHX BO 
BCe€H CHCTeMe. 

8 B 9ToM ΥἹΒΟΡΚΠΘΗΜΗ BbIpaxeHa O1Ha H3 BaxKHeLINX 
oco6beHHOcTeH JIOrHKH OKTOMXHOTO MbIMWICHHA: ΠΑΠΟΤΟΗΔΠΡ- 
Hble o6pa30BaHHA, pacnonaralouliecs ΒΡΠΠῸ YeTbIPeX OCHOB- 
HbIX MXOCOB, MOFyT ΚΒΑΠΗΦΗΠΙΜΡΟΒΆΤΡΟΣ TOJILBKO KaK OCHOB- 
Hble; Te Ke, KOTOPpble pacnonaraloTcd B 3BYKOBOM IIpocTpaH- 
CTBe ΗΚ CEPHH OCHOBHDbIX, TOJIbKO KaK W1araibHble. 
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? KoneyHo, nospnenve B PAHK 63 yxa3aHusa Ha NAN HS 
yeTBepToro Mxoca (ἅγια) HECKOJIbKO HapyllaeT OMHOTHMHOCT! 
H3JIOKCHUA MaTepHasia, TaK KaK BO BCe€M OTpbIBKe HHITHC Ff 
TeKcTe He ΠΡΗΒΟΠΉΤΟΙ πολυσύλλαβοι φϑόγγοι (OHH MAarOTCs 
TOJIbKO C HEBMCHHbIMH NpHMepaMn). TlostomMy npH MNepe Boar 
STOTO ΠΡΟΠΠΟΣΚΘΗΜΗ A clleqOBa ABYM ApyrHM PYKOMIHCA™M 
COXpaHsAS ΠΡΜΗΞΤΡΕΙΪ Cnocoo oNNcaHHA. 

10 CopepiueHHO OYeBHAHO, YTO 3aroNOBOK, NPHBEMEHHbBIH | 
PAHK 63 (περι πλαγίου πρώτου ἤχου"), He COOTBETCTBY*<! 
comepXKaHHio pa3zqena, B KOTOpOM MoBecTByeTCH OQ £BC®&} 
larayibHbIX HxXOcax, a He TONbKO Oo ΠΕΡΒΟΜ. TlosToMy B MNepe- 
Bone ΠΆΗΟ 3arnaBue u3 Codex Petropolitanus Graecus 239 C'Tieg 
πλαγίων ἤχων"), TOYHO Mepesatonulee CMbICH NOcHeMyIOLerc 
TeKCTAa. 

11 B npununne G6espa3snM4HO, NepeBoqvTd IM MpMUAaAcTHi¢c 
καταβαίνων, HECKOJIbKO pa3 BcTpeyalomeeca B PAH K 63, MY 
ΓΠΆΓΟΠΙ καταβαΐνω, ΠΡΗΟΥΤΟΤΒΥΠΙΠΙΗΝ BB vu P (cm. cHOCKM 102. 
111, 118 mw 125 k n.49 rpegecxkoro Texcta). Ho, cnhenysHt CTMW1K 
ΠΡΟΠΡΒΙΠΎΠΙΟΓΟ dparMeHTa C THIMMYHbIM εἰ ἐξηγήσεις, A OCTAHO- 
BWJICH Ha rnarone. HyxkHO ZyMaTb, ἘΤῸ 3a~UKCHpPOBAHHOE ΒΕ 
PAHK 63 κατὰ τὸ βαῖνον εἷς saBIAeTCH CBOCOGpa3Ho 
3aMMCaHHbIM καταβαΐνεις. 

[2 MbI BeTpeyaeM HOBbIM MeTOqMYecKMH NpHeM BH3saH- 
THMCKMX ΠΟΠΔΓΟΓΟΒ: neped y4eHHKOM COMocTaBAAIOTCS] yoKE He 
TONbKO HacTpoHKH ΠΟΟΠΕΠΟΒΆΤΟΠΡΗΒΙΧ MXOCOB, KaK O6BIAO 
PaHblile, HO°TaKKe OCHOBHBbIX MW IWaraibHbiX. ΤΟ HOBbIM Liar 
Ha MYTH ΟΒΠΆΠΘΗΜΗ CHCTEMOM OKTONXAa. 


K 1.49 06. 

ΗΔΎΜΗΔΣ c 3Toro mecta, B PAHK 63 oYweHB MHOoro 
ΠΡΟΠΥΌΚΟΒ, H3-3a KOTOpbIX TeKCT He MosmaeTCA OCMbICIE HHOMY 
nepepogy. TlosTomy 3a OCHOBYy B3AT aHANOrHYHBIA pasnen 443 
Codex Barberinus Graecus 300 (Tardo 161-163). 

2 Cnenzyioummi ganee B PAHK 63 pparmeHT "tO vaver - ὁ 
«κύριος τοῦ τετάρτου" mpenctaBisieT co6oli HeNONHbIM Texcr. 
COCTOAWIMH M3 HECKONbKMX paspO3HEHHbIX 3aMaBHH MW nNosicne- 
HMM 11d HEBMCHHBIX ΠΡΗΜΘΡΟΒ, KOTOpble, HECMOTPA| Ha saBEH pc 
ΠΡΟΠΥΟΚΗ HW OUIMOoYHbIe cioBa (HAaNpHMep, HENOHATHO OTKyya 
NOABMBUICeECA TOV κανόνα), MeX@HHYeCKH COCAMHEHbI B oaHy 


Ι 
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: NOCcHeMOBATEJIBHOCTb, M MOITOMY TeKcCT JIMUIeH Tpe6yemoro 
: cmbicna. Tlosromy He ocTaBaiocb HHYero Apyroro, KaK OTKa- 
| 3aTbCA OT MlepeBnoga 3THX ABYX CTpo4ek pykonHcn. 

: 3 He sTorT am οὔοροτ - "yavetar δὲ τότε" - He CMOr Mpoye- 
: ΟΡ JI. Tapmo u3-3a gedexta Codex Barberinus Graecus 300 
: (Tardo 162, comment. 1)? 


K 1.50. 

Ι AcHo, 4TO 3Π60} ΠΟΙΠΌΚΘΗ Gb ObITh HEBMCHHbIM MpHMep. 

2 Cnenyioummii Lanee HeGOMbUION cbparMent (ὁ a °° ἐν ἤχοις 
ἐτάχϑη -- τέλει 5") ABHO ΜΟΠΟΡΊΘΗ M He Mogmaetcs ΟΟΜΡΙΟ- 
ΠΘΗΗΟΜΥ TepeBoLy. 

3 HeGe3bIHTepeCcHO OTMETHTb YAHBUTeEbHY1IO OFH30CTb 3TOFO 
onpexeseHHA TOMY, KOTOpoe 3a:PHKCHpOBaHO B TpakTaTe Kuico- 
Hua (II B. ) "Eicayoyn ἁρμονική" ("BBegeHue B rapMOHNky’): 

τόνος λέγεται, καθ᾽ “TOHOM Ha3biBaeTCH TO, oO 
ὅ φαμεν ὀξυτονεῖν τινα ἤ “CM ΜΡ. ΓΟΒΟΡΗΜ, ἽΤῸ OHO 
βαρυτονεῖν ἤ μέσῷ τῷ τῆς ΗΘῚΤΟ Ξ3ΒΥΊΔΙΙΘΘ BbICOKO nu60 


φωνῆς tov κεχρῆσϑαι" (Jan HH3kO, πηῦο McnosIHAe Moe 
204). CPpeJHHM TOHOM Frosioca . 


4 Kak ΒΗΠΗΟ, peub waeT 0 δράτμηχ Deogope u Vocude 
(py6ex VIII nu [X ΒΒ.) - 3HAMCHHTHIX DesTenAx CTyHMKcKorO 
MOHacTbIps. UcTopHkaM BH3aHTMMCKOM My3bIKM elle mpel- 
CTOMT OCMBICIMTb 3TO cooolieHHe, sKOObI ΠΡΟΤΗΒΟ- 
NOcTaBIAIOlWee MBE OKTOHXHbI€ CHCTeMbI: C OJHOK CTOpOHBI, 
TY, Koropas mpunucprBaetcs Moanny /lamackuHy, ac Apyron - 
Kak ΟΥ̓ΠΤΟ ΟἸΜΤΑΙΟΙΠΙΥΙΌΟΣ co3saqaHvemM @eogopa u Hocunda 
ΟΤΥΠΗΤΟΒ. bBbe3ycnoBHo, HW3y4yeHHMe 9ΤΟΙΟῸ BONpoca - Οὠπϑπο 
6yayluero. Cewuac xe A MO3SBONIO cebe OOpaTHTb BHYMaHHe 
yNTaTaeH Ha OMHY ΠΟΤΆΠΡ, KOTOpas, KaK MHE Ka&KETCH, CMO- 
XeT B AWIbHEMLICEM MOMOUb pa3soOpaTbces B 9TOM MaTepHaie. 

Ham HYyXKHO MOCTOAHHO NOMHHTb, ἯΤῸ ποῦ Ππᾶποτο- 
HaIbHast CHCTeMa He MOXeT ObITh pe3yibTaTOM MpakTHyeckon 
XYHOXECTBEHHOM WH TeopeTHYeckKOH esATebHOCTH OHOrO 
WIM HECKOJIBKMX, MaKe OYCHb T@IaHTIMBbIX, ΠΙΌΠΟΪ. Takas 
CHCTeMa BbI3peBaeT B Tpolecce MCTOpHYeCKOTO pa3BUTHA My- 
3bIKANbHOTO MbIMWJICHHSA Ha MpOTsKeHHH XA3HH XOTH OBI 
HECKONbKHX MOKOJICHHH (a, BO3MOXKHO, HM ΠΟΠΡῚΠ6) HW OCHO- 
BbIBAeTCA Ha OOBCKTHBHbIX 3QaKOHOMepHOcTAX. TOBOpHTb oO 
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7 KoneyHo, nospneHve B PAHK 63 yxa3aHHA Ha ἤχημα 
yeTBepToro Wxoca (ἅγια) HECKOJIbKO HapylllaeT OMHOTHMHOCTb 
ΗἩΞΠΟΣΚΘΗΜΗ MaTepHayla, TaK KaK BO BCE€M OTpbIBKe HMTHE B 
TeKcTe HE HpMBOAATCA πολυσύλλαβοι PSdyyo. (OHH MaroTcA 
TOJIBKO C HEBMCHHbIMH npHMepamn). ITlosromy ΠΡῊ nepeBore 
9TOTO NMpeAIOXKeHHA 3. ΟΠΘΠΟΒΩΠ ABYM ΠΡΥΓΗ͂Μ ΡΥΚΟΠΗΟΣΜ, 
COXpaHs1 ΠΡΗΗΞΤΒΙΪ σΠΟοοοῦ ΟΠΗΟΔΗΜΗ. 

10 CopeplieHHO ΟἼΘΒΗΠΗΟ, YTO 3ΔΙΌΠΟΒΟΚ, ΠΡΗΒΟΕΠΟΗΗΒΙΪ B 
PAHK 63 (‘Tlepi πλαγίου πρώτου ἤχου"), He COOTBeETCTBYyeT 
comepxkKaHWMlO pa3qena, B KOTOPOM MOBeCTByeTCH O BCEX 
ΠΙΠΆΓΆΠΡΗΒΙΧ HXocax, a He TOJIbKO O NepBoM. ΠΟΞΤΟΜΥ B Mepe- 
Boge ΠΆΗΟ 3armaBne u3 Codex Petropolitanus Graecus 239 ("“Tlepi 
πλαγίων ἤχων"), TOYHO NMepesatiollee cMbicN Nocnyeqyroulero 
TeKCTAa. 

ll B npwHunne 6e3pa3nM4HO, NepepoguTh AM MpMuacTHe 
καταβαίνων, HeECKONbKO pa3 BCTpeyalolleecn B PAHK 63, νην 
ΓΠΆΓΟΠ καταβαίνω, MpHcyTcTByIOWIH BB u P (cm. cHocku 102, 
Ili, 118 μ 125 k 1.49 rpeyeckoro Texcta). Ho, σπαπΥ cTY1IO 
Npeabllyiero ΦΡΆΓΜΘΗΤΑ C THIIMYHBIM εἰ ἐξηγήσεις, A OCTAaHO- 
ΒΗΠΟΣ Ha ΓΠΆΓΟΠΘ. HyxXHO ΠΥΜΏΤΡ, ΤΟ 3€PNKCHPOBAHHOE B 
PAHK 63 κατὰ τὸ βαῖνον sic sBAdeTCA CBOeOGpa3HO 
3alIMCaHHBbIM KatoPaiverc. 

12 Μβὶι sBcTpeyaeM HOBbIM MeTOAMYeCKHHi MpHemM BH3aH- 
THHMCKMX TearoroB: Neped yIeEHHKOM CONMOCTaBISIOTCA yoKE He 
TONbKO HACTPOHKM MOCNeOBATeEJIbHbIX MXOCOB, KaK O6BbLIO 
paHble, HO°TakKKe OCHOBHbIX HW MNaraibHblX. ΤῸ HOBbIN liar 
Ha ΠΥΤΗ͂ ΟΒΠΆΠΘΗΜΞ CHCTeEMOH OKTONXAa. 


K 1.49 06. 

| Haunwnas c 93Toro mecta, B PAHK 63 oweHb MuHoro 
ΠΡΟΠΥΌΚΟΒ, H3-3a ΚΟΤΟΡΡΙΧ TeKCT He ΠΟΙΠΆΘΤΟΣ OCMbICNEHHOMy 
nepespogxy. IlostomMy 3a OCHOBY B3SAT aHAIOrMYHbIA pa3nen 55 
Codex Barberinus Graecus 300 (Tardo 161-163). 

2 Cnenyroumii nanee B PAHK 63 parmeuHT "τὸ νανὰ - ὁ 
κύριος τοῦ τετάρτου" MpescTaBiseT co6oii HeENONHbIM tTexKcrT. 
COCTOAWIMH H3 HECKOJIbKHX pa3pO3HEHHbIX ΞΑΓΠΑΒΗΪ MH MoOscHe- 
HHH OI) HEBMCHHbIX MpHMepoB, KOTOpble, HECMOTpA Ha ὩΒΗΒΙ͂Θ 
Nponycku M ΟἸΠΜΟΟΊΗΡΙΘ cNoBAa (HANPHMep, HENOHSTHO OTKyna 
NOABUBUIEeCA τὸν KavOva), MEXAHHYECKH COeAMHEHLI B OH 
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φωνῆς Tova κεχρῆσϑαι" (Jan 


ΠΟΟΠΒΠΟΒΑΤΘΠΡΗΟΟΤΡ, HM MO3TOMY TeKCT JIMLICH Tpebyemoro 
cmbicyia. [losromy He ΟΟΤΑΒΆΠΟΟΡ HMYero Apyroro, KaK OTKa- 
ΞΏΤΒΟΣ OT MepeBosla 3THX ΠΒΥΧ ΟΤΡΟἿΘΚ pyKONNCcH. 

3 He stot mu oGopoT - “χάνεται δὲ τότε" - He CMOr Mpo4e- 
ctb JI. Tapmao w3-3a gedbexta Codex Barberinus Graecus 300 
(Tardo 162, comment.1)? 


K 1.50. 

| ScHO, 4TO 30€Cb HOJDKEH Ob ObITh HEBMEHHDIM ΠΡΗΜΕΡ. 

2 Cnenyiouit anee Hebonbulow parment ("6 aS ἐν ἤχοις 
ἐτάχϑη — τέλει 5") SBHO HcNopyeH MW He MomMaeTcaA OcMbIc- 
NeHHOMY Mepesogy. 

3 HeGesbIHTepecHO OTMETHTb YIMBUTEIbHYy!O ΟΠΉΞΟΟΥΡ 3TOFO 
onpezeseHHA TOMY, KOTOpoe 3acpHKCHpoBaHO B TpakTaTe Κποο- 
Huga (II B. ) “Elonyoyn ἁρμονική" ("Brenenve B rapMOHHky’"): 

τόνος λέγεται, καθ᾽ “TOHOM Ha3bIBaeTCA TO, 0 


ὅ φαμεν ὀξυτονεῖν τινα ἤ YOM MbI_ FOBOPHM, ἯΤΟ OHO 
βαρυτονεῖν ἢ μέσῷ τῷ τῆς HENTO 3Byyalllce BbICOKO πηῦο 


ΗΜ3ΚΟ, HOO MCNOJIHAe Moe 
204). Cpe€HUM TOHOM ronoca’. 


4 Kak BHJHO, pedyb ΜΠΕῚ O Gpatbax Deogope u οομφε 
(pyGex VIII n IX ΒΒ.) - 3HaMCHMTBIX DesTenax CTyqMucKoro 
MOHacTbIps”. HUcTropukaM BH3aHTHMCKOH My3bIKM elle mpel- 
CTOHT OCMBICHHTb 93TO coooOleHve, AKOObI MpoTHBO- 
MOcTaBIAIOLWUeEe MBE OKTOMXHbIec CHCTEMbI: C OMHOH ΟΤΟΡΟΗΒΙ, 
Ty, KoTOpas mpunvchipaetca Voanny Jlamackuny, a c apyron - 
Kak 6yHTO cYNTalOULyIocA co3qaHveM @eonopa u Uocuda 
ΟΤΥΠΗ͂ΤΟΒ. besycnopHo, W3yyeHNve 9ΤΟΙῸ BONMpoca - eo 
oynyluero. Celyac xe 1 ΠΟ3ΒΟΠΙῸ cebe OOpaTHTh BHUMMaHHe 
UHTAaTANIeCH ΗΔ OJHY ΠΕΤΆΠΡ, KOTOPas, KAK MHE€ ΚΆΣΚΘΤΟΣ, CMO- 
XKeT B WAIbHEMUIEM MOMOYb pa3zo0OpaTbcs B STOM MaTepHale. 

ΗΜ HyXHO MOCTOAHHO NMOMHUTb, ἯΤΟ W00aH Πάᾶποτο- 
HaibHas| CHCTeMa HE MOXEeT ObITb pe3yIbTAaTOM MpakTMyecKoN 
XYNOXKECTBEHHOH HAM TeopeTHYeCKOH eCATeNbHOCTH OHOTO 
WIM HECKOJIbKMX, 2axKe OYeCHb TalaHTIMBbIX, Mogen. Takaa 
CMcTeMa Bbi3peBaeT B Mpollecce ΜΟΤΟΡΜΉΘΟΚΟΓΙΓΟ pa3BHTHA My- 
3bIKaIbHOTO MBIMWICHHA Ha MpOTMKeHHH XH3HM XOTHA OBI 
HeECKOJIBKMX ΠΟΚΟΠΕῊΗΜΗ (a, BOSMOXHO, MH ObUIe) HW OCHO- 
BbIBaecTCH Ha OObBEKTHBHbIX 3aKOHOMepHOcTSX. TOBOpHTb oO 
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co3qaTele NaLOTOHAIBHOH CHCTeEMbI OKTOMXa - 3TO BCE paBHO, 
ΤΟ BEPHTb B CO3MaTeIA M@KOPO-MHHOPHOH cHcTeMbI. ΤΆ ΚΟΥ͂ 
ΠΟΙ͂ΧΟΙ K mpo6memMe HaxogvTcA BHe Hay4yHoun miocKocTH. IIo- 
3TOMY HYXHO ΟΥ̓ΠΆΒΩΤΡ Cebe OTYET B TOM, YTO B COOOLLIEHMHU 
KOMMECHTHpyeMOroO COUHHEHHA paccKa3blBaeTcA He O ΠΆΠΟΤΟ- 
HQIBHOM CHCTeMe OKTOHXa, ἃ OO OKTOHXe KaK JIMTyprH4uecKOH 
cbopMe OpraHH3alulMuH ΠΕΒΉΘΟΚΟΓΟ MaTepHvanta ΠΡῊ SGorocsly>Ke- 
HHAX. ΒΠΟΠΗΘ BO3MOXHO, 4TO NMepex HaMH ΓΠΥΧΟΪ OTTOJIOCOK 
KOH@JIMKTa MeX*xKLY NpHBepkeHuaMH WepycanumMckoro H CTy- 
ΠΗἥΟΚΟΓΟ ycTaBoOB. 


K 1.50 οὔ. 
| Tasppuun (90, 591-594) npenctapnaeT napannmarM, Kak 
cneqyIollylo CTYNeHb B ΟΒΠΆΠΘΗΜΜ NeByecKHM HCKYCCTBOM 
nocie ΜΟΤΡΟΦΟΗΜΗ: 
"Meta δὲ ταύτην [sci- "Tlocne Hee [To eCCTb 


licet μετροφωνίαν] ἔστιν ἡ πα- MeTpodouun] cyulecTByeT μ 


ραλλαγή, ἥν δεῖ ἐξασκῆσαι Mapamwiam, Β ΚΟΤΟΡΟΩ͂ HEOOXO- 


~ " os ¢ 3 6 f 
καλῶς, καὶ οὕτως ὡς EV ONOIE 
aw ~ , Ὁ 
ἂν εἴη φωνῇ, τὸν ἐκείνης ἦχον 
4 ‘ ma 9 
ἑτοίμως ἔχειν ἀποδοῦναι", 


ΠΗΜΟ ΟΟΗΟΒΆΤΟΠΡΗΟ 8 yTIPpaoK- 
HATbCA Tak, ὩΤΟΟΒΙ HCHONHATHS 
ee Mxoc Ha ΤΟ CTYNeC€HH, Ha 


KOTOpOHW OHa HaxoyHTca”. 

Heckonmbko WMHOH NMepeBoq 3TorO MecTa ΠΆΙΟΤ XpuNcTHAaH 
XaHHHK MW Tepga Bonsdpam (cM.: Gabriel Hieromonachos. Op. 
cit., 91). OTHOCHTenbHO cMbicNa WM 3Ha4veHHA ΠΑΡΆΠΠΕΓΗ cm. 
Takxe: Χρύσανϑος ἐκ Μαδύτων. Θεωρητικὸν Μέγα τῆς Μουσικης, 
43. Βεργώτης [{. Λεξικὸ... 93--94. 

Kak cTaHeT ACHO NO ΜΔΤΟΡΜΆΑΠΥ 9ΤΟΙῸ ρᾶ3π6πᾶ, "ΠΗΠΠΟ- 
donna" (i) διπλοφωνία - ΟΥ̓ΚΒΆΠΡΗΟ: yABOCHHOe Ξ3ΞΒΥΏΔΗΜ6) - 
ΤΟΡΜΜΗ, ΟδΟΞΗΔΗΔΙΟΙΙΗἥ MCNONHEHHe OKTaBHOTO yHBOeHMgA 
MeOMMYCCKOH JUHU. 

3 JloruKa nocnenyoulero u310%*KeHMA OTPLIBKa ΟΒΗΠΕΤΟ ΠΕ... 
CTBYe€T O TOM, 4TO 3Π60}» BbINYUIeEHO MpemioxKeHHWe TaKoro 
coaepxkKaHHa. 

4 Ben 37a mpocteiiasd “wicnoBad rMMHacTHKa" naetca 
ΤΟΙ͂ΡΚΟ ΡΆΏΠΗ Toro, 4YTOOL] yyalMica MOF HayYMTbedA CBOGOTHO 
OPHCHTHPOBaTbCA B OKTaBHbIX “KOppeKTHpoBKax’. Ilostomy 
NaHHbiM P@parMeHT coepXKUT HECKOJIbKO HeEGONbUIMX Pa3zqesoR 
COOTBETCTBYIOMIETO CozepxKaHHA. 
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ΠΕΡΒΒΙΠ M3 HMX - cBoeoOpa3sHoe pyKOBOACTBO Ha TOT Cily- 
ya, ΚΟΙΓΠᾺ MNeBYeMYy MpeACTOMT NeTb MeNOANYeCKylO JIMHMW Ha 
OKTaBy billie. VinTepecHo, 4TO 30eCbh WawircA COOTBET- 
cTBYIOLUMe KOOpIMHAaTbI DJIA KaxkOrO HHTepBasia, ΠΡΗῚΘΜ Bce 
clelaHo cormlacHO HOpMaM ΜΗΤΕΡΒΑΠΡΗΟΙΠ HoTauMH. lel- 
CTBHTEIbHO, cO3faeTCH BieyaTNeHWe, 4TO Takoe omMcaHve 
alipeCOBaHO HMME€HHO MeBYeMY, CMOTPAWIeMy B HOTHbIM TeKCT 
pykonucn. HanpumMep, eciv OH ΒΗΠΗ͂Τ B HEM 3HaK, yKa3bI- 
ΒΔΙΟΙΙΜ NOBbIMWeHMe Ha CeKYHAY, - a cOrMmlacHO BH3aHTHMCKON 
ΤΟΡΜΜΗΟΠΌΓΜΗ, “Ha OMHY POH (μίαν φωνήν), - TO y4alllemycs, 
KOTOpOMy cJlefqyeT IleTh OKTaBHOe yIBOeHHe BBEpx, Cooblia- 
eTCH, ἯΤΟ OH ΠΟΠΆΘΗ cHenaTb 8 (1 + 7) TaKMX xe MHTep- 
BaJIbHbIX Π81ῸΒ MW ΔΗΔΠΟΓΜΊΗΡΙΜ OOpa3som Jasiee: 

1=8 (+7) 
2:7} 


7Ξ14 (7 + 7) 

JIpyrok# μρϑ3πθὸπ OTpbIBKa ΠΡΟΠΟΤΆΒΠΗΘΤ Te ΚΘ ΟΔΜΡΙΘ 
ΚΟΡΡΘΚΤΗΡΟΒΚΗ, OCYIIECTBIIACMbIC Β ΠΡΟΤΗΒΟΠΟΠΟΣΚΗΟΜ Ha- 
ΠΡΑΒΠΘΗΜΜ. 

C ΤΟῸΚΗ 3peHHA ΜΗΤΟΡΒΑΠΡΗΟ-ΔΡ ΗΜ ΘΟΚΟΠΪ ΠΟΓΗΚΗ, 
ΠΟΠΟΘΉΒΙΘ ΟΠΟΡΆΠΙΜΗ ΤΟΠΚΥΟΤΟΗ Kak ὙΠΒΟΘΗΜΘ" ἀ(διπλα-- 
σιασμόν). Ἧτο κα KacaeTcad ὙΠΟΜΜΗΔΗΜΗ “yTpoeHHaA” Η "y4eT- 
BepeHHA', ΤΟ 3TO, CKOpee ΒΟΘΙῸ, TeOpeTHYeCKMHM 9ΚΟΚΥΡΟ, He- 
X*eJIM PeKOMEHAalM AIA HEMOcpeACTBeHHOM MpakTHKH NeHHA. 
Beab caM TEKCT TpakTaTa yKa3bIBaeT, 4TO TpaHHUbl ΠΟΠΟΘΗΡΙΧ 
YOBOCHHH 3aBHCAT OT BO3MOXHOcTeM ronoca ("ὡς δύναται ἡ 
φωνή"), TO ΘΟΤΡ OT ero WHalla30Ha, a OH BCera 6b ΧΟΡΟΙΠῸ 
n3BpecteH. ITloHATHO, 4YTO ΠΗΆΠΆ3ΞΟΗ ronoca QHKTyeT ΠΡΟΠΕΠΡῚ 
BO3MOXHbIX OKTAaBHbIX YIBOCHHH KaK ΒΒΟΡΧ, TaK H_ BHMHS. 
TlosTOMy MeBYHH CaM JOJDKeH yMeJlo "MaHeBpHpoBaTB’, Mepe- 
XOIA OT OKTABHOTO yABOeCHHA, HalpHMep, BBepX Καὶ YHHCOHHOMY 
3BydaHHo (Kora ΒΟΡΧΗΜ perucTp ΜΟΟΗΚΆΠ), a OT Hero - K 
OKTaBHOMY YBOCHHIO BHH3 (KOTa 3TO ΠΟΠΥΟΚΩΠ ΠΗΔΠΆΞΟΗ 
Hu3KOro peructpa). Taka ΜΟΠΟΠΗΜΤΟΠΡΗΔΗ MpakTHKa, peryiu- 
poBaBllaxicA ΠΗΆΠΆΒΟΗΟΜ froloca, MpeaNMonaranta ΧΟΡΟΙΠΘΟ 
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mpakKTMy¥eckoe HW, KOHEYHO, TeOopeTM¥ecKoe 3HAaKOMCTBO 0 
ΜΗΤΟΡΒΑΠΡΗΒΙΜΗ "“MHeKCaMH", ΚΟΥΠΙᾺ OMMH HHTepBan MOT ObITb 
3aMeHeH Ha ΠΡΥΓΟΙ 663 yulep6a AIA WHTOHAILMOHHOTO 
OBYOXKeHHA MenoqMyuecKOH JIMHHH. MMeHHO No3sTOMy Halil 
TpakTaT CTOJb CKpynyle3HO WH MeqaHTMYHO NepewicsseT ΜΗ- 
TepBasIbHble eCMHUIbl, HeEOOXOAHMble ΠΡῊ BCeX BOSMOXKHBEIX 
CUTyallHsAx. 

Ho Bce 9TO He O3HayaeT, ΤῸ PeUb HET HCKIIOUHTENbHO O06 
OKT@aBHOM ΜΒΙΠΙΠΘΗΜΗ͂, ΚΟΙΠ OKTAaBHOCTh JIEKUT B OCHOBEe 
ΠΆΠΟΒΟΙΟ o6beMa, a MOTOMY UM ΟΠΥΣΚΗ͂Τ ΘΠΜΗΜΠΘΗ H3IMEPEHHA 
MCNONL3y!OWerocsA B MYy3bIKe 3BYKOBOrO MpoctpaHcTBa. ΜΡ1ΠΙ- 
JleHHe ΒΗΞΔΗΤΗΜΌΚΗΧ MY3bIKaHTOB peryIMpoBaloch COBeplleH- 
HO WMHbIMM ΠΘΟΗΤΩΑΧΟΡΠΗΒΙΜῈΗῊ MU TeTpaxopoqHbIMM ΠΆΠΟΒΒΙΜΗ 
HOpMaMH, ΟΜ.: Στάθης Tp. Οἱ ἀναγραμματισμοὶ... 36, Tepyuman E. 
BusaHTMickoe My3bIKo3HaHvHe 175-199. 

> OuyepenHad mpakrwyeckad ΡΘΚΟΜΘΗΠΆΙΜΗ AI YenHus 
HOTHOTO TeKcCTa ΠΡῊ AeHCTBHH ΠΗΠΠΟΦΟΗΜΗ: ecIM NeBUNnit 
ΒΗΠΗ͂Τ B pyKOMNHCH 3HakK TBOMHOM KeHAMMbI, ἃ EMY HEOOXoO- 
MMO B 3TOM MECTe Ha¥daTb MeHHe OKTaBHOTO yABOCHHA MeJIO- 
MH, TO OH JODKeH BHaYasle paccuMTaTh OKTaBHbIM [1Π2Γ 
(“uucIO ΠΗΠΠΟΦΟΗΜΜ") oT ΟΠΘΤΟΙῸ ΠΡΟΠΡΙΠΥΠΙΘΙῸ 3ByKa MH yxe 
OT ΗΘΙῸ HHTOHMPOBaTb CeKyHAy BBepX, Ha KOTOPyW yKa3bIBaeT 
WBOMHasA KeEHIMMa. 

6 KoHedHo, 30ecb BMecTo διὰ τὸ συντομώτερον cIEMye4r 
YNTAaTh διὰ τὸ συμφωνότερον. 

’ ΟΠΟΧΉΟΟΤΡ ΠΟΗΜΜΔΗΜΗ TepMHHa ὁ περισσευμός (OT 
ΓΠΆΤΟΠα περισσεύειν - ὍΒΙΤΡ Β Η3ΟΡΙΤΚΘ᾽, "“yBeIMYMBaTbECs") 
ΟἼΘΒΗΠΗΔ. CIIMUIKOM CNelH@vYHO ΤΟΠΚΟΒΔΗΜΘ ero conepxKa- 
HHA B TeEKCTe. 

I[epBoHayanbHO BOSHMKaCT MBICJIb O MOLYIAUHOHHOM ΠρΡοΟ- 
yecce, ΚΟΙΠ MeOC OTKIOHACTCA OT ΜΟΧΟΠΗΟΙῸ BbICOTHOTO 
YPOBHA HM MepeBogutcs B WHOM uxoc. B TakKoM cyyyae 
ReCUCTBHTCbHO MOXHO TOBOPHTL O “TIpeBbILUCHHH" MeIOCca Β 
OMHOM Hxoce MO CpaBHeHHlO Cc ero 3By4¥aHHeM B ApPyrom. 
YinoMMHaHve B KOHIe OTpbIBKa O παραλλαγῆ KaK-6yaTO ποπ- 
TBepxKAaeT Takoe ΠΡΟΠΠΟΠΟΆΘΗΜΘ. OgHako Henb3a He OGpa- 
THTb BHHMaHHe Ha TO, ΤΟ B CTOJIb OCHOBATEbHOM COUMHECHHH 
mo mpoOmeMaM MOJYyIALMH, Kak Tpaktar Manyuna Xpucada, 
ΗΔΊΜΟΤΟ OTCyTCTByeT Hake yMOMMHaHHe 0 περισσευμός. Βρππ 
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Πα 9TOT Tpakrat, CTaBIIMM HaCTONbHOWM ΚΗΗΓΟΥ͂ NOCTBH3aHTHH- 
CKHX MY3bIKAHTOB Η ΒΠΗΤΑΒΙΠΗΪ B σοῦ ONMCAHMe BAaKHEeMIUINX 
MOAYIAWMOHHBIX HOPM, NpaKTHKOBaBIUMXCA B BH3AHTHMVCKOH 
MY3bIKe, ΠΡΟΙΠΙΘΙ 6b1 MMMO NOHATHA περισσευμός, ECM Obi OHO 
Je€HCTBUTeJIbHO ObVIO CBA3QHO C MOAYIAUNeNH. 

KpomMe Toro, B KOMMeCHTHpyeMoM @parmMeHTe NpHcyTcTByeT 
ΟΠ MOBOpPOT MBICJIM, KOTOpbIM He cormacyeTcaA c Mpeno- 
NOXCHHEM O περισσευμός KaK O ΜΟΠΥΠΗΠΙΜΟΗΗΟΪ KaTeropuH. 
JleicTBUTeJIbHO, 37eCh ABAXKAbI yYMOMMHaeTcA O TOM, 4TO ECM 
) Hayao WM OKOHYaHHe CTHXHpbl 3BYYHT Ha OHOM HM TOM Xe 

3ByKe, TO TOTa CylWlecTByeT OMMHAKOBOE KOJIMYECTBO BOCXO- 
AALWMX MW ἩΜΟΧΟΠΊΊΗΜΗΧ doHH. HanomMuHaHuve OO HX KOJIMYECTBE 
HMKakK HE BSDKETCHA C MNeeH MODYIAWMOHHOCTH. 

Cioma xe CylelyeT 06aBHTb ellie OHO ἨΔΟΠΙΌΠΘΗΜΘ: 3a4eM B 
pasgzene O ΠΗΠΠΟΦΟΗΜΗ͂, TO eCCTb 06 OKTABHOM YABOCHHMH ΜΕ6ΠΟ- 

| wuecKoH JIMHMM, BeCTH peub O MOAyIAUMH? OTOT ΒΟΠΡΟΟ 
TIOBNCaeT B BO3AYXe. 

Bo3MOXKHO, περισσευμός ABIIAeTCA yKa3aHHeM Ha cmioco6, 
NocpeACTBOM KOTOporo MNeBYMH MOF ONpeAeJINTb, HE MpoH3o- 
W0 IM B Mpolecce NeHHA CTHXUPbI OTKIOHCHHA OT 66 NepBo- 
HayaibHoro mxoca. B caMOM JesIe, ΠΡῊ aKTHBHOM MHCHONb- 
30BaHWM ΠΗΠΠΟΦΟΗΜΝ MeBYMH DOWKeH Ob cucTeMaTHyecKH 
MepexOMTb OT BepxXHeroO OKTaBHOTFO yABOCHHA MeJIONWH K 
YHHCOHHOMY 66 H3JIOKEHHW, a 3ATEM HepeAKO ἢ Κα HYDKHEMY 
OKTaBHOMY YMBOeCHHIO (CM. ΚΟΜΜΘΗΤΆΑΡΗ 4 Καὶ HaHHOMY JIKCTy 
pykonuen). ΠΡῊ takux cucTeMaTMy¥ecKMx WM HeNpocTbix HHTO- 
HalMOHHbIX oOnepallMax, CBASAaHHbIX Cc MepeMelleHveM Ha 
OolbuIMe MHTepBasibl H B pa3IM4Hble perWcTpbl, MOCTOH#HHO 
IIPHCyTCTBYeT OMACHOCTbh ΟΥ̓ΚΠΟΗΘΗΜΗ OT HCXOAHOTO BLICOTHOTO 
YPOBHA WaOTOHAaIbHOCTH (ABICHHe, U32aBHa ΧΟΡΟΙΠῸ H3BeCT- 
Hoe MY3bIKaHTaM-MpaKTHKaM). CoBeplIeHHO OY4eBHMHO, ὍΤΟ 
TaKkad OMMacHOCTb yCHJIMBaeTCA ΠΡῊ ΟΠΟΠΗΘΗΜΗ a capella, 
Kora Me€HHe ΠΗΉΙΘΗΟ MHCTpyMeHTaIbHoH ΠΟΠΠΘΡΆΚΚΗ. Ilosto- 
My rpeyecKHe ΠΕΠΆΓΟΓΗ AOOKHbI ObIIH BaTb B pyKH ΟΥ̓ΠΥΙΠΗΧ 
ΠΟΒΉΗΧ MeTOR AIA OMpeseneHuA BbICOTHOTO "coBMra". Beab 
MHOTHe H3 MeBYMX CTaHOBHIHCbh ΒΠΟΟΠΟΠΟΊΤΒΜΗ pYyKOBOAH- 
TeIAMH XOpOB (JOMeCcTHKaMH HM ΠΡΟΤΟΠΟΔΠΤΩΜΗ),ἨἨ WH B UX 
pacnopsDke€HMH JOIDKEH OLVI ObITb TaKOM METOL. 

KoHedHO, 3160» cheqyeT pa3snMyaTbh WpakTM4ecKHe HU 
TeopeTu4ecKMe acneKTHI. JIS PyKOBOAMTeNIA WepKOBHOTO xopa 
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He ΠΡΟΠΟΤΆΒΠΗΠΟ Tpyna 663 BCAKMX "BBIYHCICHHH" OMpeNeJIMTb 
"Ha ΟΠΥΧ᾽, ΠΡΟΒΟΠΙΠῸ WH OTKIIOHEHHeE oT NepBOHadaJIbHoL 
BhICOThI (3ayIor TOMY - IIpocdbeccMoHaNbHEIM cyx). B anaJin- 
3MpyeMOM Xe OTpbIBKe TpakKTaTa MpeqioxeH TeopeTH4ec KH 
cnoco6 onpeyeleHHi WHTOHAaIIMOHHOrO OTKIOHEHHMA ΠΡῊ 
NOMOLH BbIABIICHUA περισσευμός. 


K 4.51. 


1 ScHo, 4To 9ΤῸΤ a63all HAYMHaeT ΜΞΠΟΣΚΘΗΜΘ HOBOTO Οοὔ- 
pasa ΠΑΠΆΠΗΚΗ. 

2 Kak M B ΠΡΕΠΡΙΠΥΙΗ͂Χ ciyyasx, nepenucunk PAH K 63 
OCTaBJIAeT MycTble MecTa JIA HaYepTaHva HeBM. 

3 Ecnm 9ΤῸ cBHJeTeENbCTBO AeHCTBHTeIbHO BEPHO, TO OHO 
ΠΆΘΥ B PyKM MccNeqoBaTeneH HOBYIO BO3MOXHOCTb (MpaBua, 
NOcTaTOYHO ΟΡΓΔΗΜΊΘΗΗΥΟ), YTOObI ΠΟΠΒΙΤΆΤΒΟΗ CHeNaTb ele 


OWMH War B ee OCBOCHHA TepMHHONOrHH HEBM Maseo- 
BH3a€HTHMHCKON HOTALHH. 
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Translation 


Fol.41. So you see that [because of] these four [spirits] in musical 


art the four spirits which we shall acquaint ourselves with at 
greater length below, are also mentioned!. Two spirits [indicate] 
ascending intervals, the other two [indicate] the descending 
ones?. [The word] "spirit" comes from "whiff', "breath". The 
presence of breathing brings a body to life. Whereas the bodies, 
with breath in them, move and are called, [for example], clouds. 
By a harsh breath of wind the sea heaves too. If there is no 
breath, a body remains motionless. So does the earth rest in 
peace. If clouds [hang] low above the earth, the sea is not quiet. 
The same with the man: when in man’s body soul is anxious and 
desires, it is by the soul that decisions are made. Without it [a 
body is only] a corpse and immobility. The same [can be said] 
about tones and spirits: spirits cannot be set without tones, and 
tones without spirits do not change. And now, let us talk about 
tones. 

There exist three [basic] tones: the ison, the oligon and the 
apostrophos, which are placed near the spirits and are called 
[so]. The oxeia, the petasthe and other [signs] are also called 
tones. But as they [sometimes] reduce the tone set by them, 
they are not called tones per se. For each sound with his tone 
reduced is not a tone in the true sense any more, but fis called 
so] for the sake of convenience. Therefore the musician 
Ptolemy had discovered, as we learned from the ancients, such 
tones*. Later on, by right [they began to be used] in 
cheironomia [where] they are called composite tones, and are 
also called not [only] tones, but signs’. When they are lettered 
[in writing}, they are called signs, and when they are chanted, 
they are called tones. They are added to the spirits or to the 
signs. The simple tones function, that is, take on the interval, set 
by them according to the cheironomia®. When such spirits do 
not exist, other tones remain static [and] none of them change 
by itself. When together with them the spirits, are placed, they 
are changed and as if animated, because they merge with breath, 
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because otherwise a body without breathing will never move. It 
has been shrewdly observed that a human body, as we have 
noted above’, is formed of 4 elements: fluid, earth, cold and 
warmth®. Such is this harmonious {art] ?. 

Fol.4lv. Question. What is a tone? 

Answer. A tone is something, by means of which we chant 
and intone. And in other words: a tone is called so from 
“tension”, "“stretching"!. A definite tone is rather perfect. How- 
ever, let us talk about the spirit of a tone. 

Question. What distinguishes spirits from tones? 

Answer. The ascending spirits are distinguished by the acsen- 
ding movement since they move with the voice rising. The des- 
cending [spirits are distinguished] by the descending movement 
and the relief of the voice. But a tone [is used] by the cheirono- 
mia, by [its] function and by an interval change. The tones pro- 
per ascend and descend by intervals but insignificantly. Yet lis- 
ten intently. The composite tones without four spilits and three 
basic tones can neither raise, nor lower, but leave [sounds] 
completely static. 

Question. In ancient times, what was the first to appear: the 
echos or the melos? | 

Answer. As the prophet says: "Praise Him with the sound of 
the trumpet"’. For you will simultaneously tune up for some 
sticheron and acquaint yourself with the melos of the sticheron. 
which is to be chanted. Or something else. For example, it is 
chanted: “Anane anes"? - " [A new year] has come"*. [At first] 
you tune up for a troparion and then you chant [it]. Can it be 
possible to execute anything without putting the echos before? - 

Question. Does the echos differ from the melos? 

Answer. Yes, it is different. The echos precedes the melo 
No-one can think of the case when they started to tune up no: 
by the echos, because without the echos there would be πὶ 
melos. The melos is derived from the echos®. 

Question. Is there anything that distinguished a psalm from : 
song? 

Answer. Yes, there is. A psalm is a harmonious musical 
discourse, accompanied by concordant intervals of an instr- 
ment’. It is due to this that David's instrument was called "psal- 
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terion". And a song is concordant and harmonious singing, 
executed without merging with an instrument’. And in other 
words: “ A psalm is a musical melody {executed} to the 
accompaniment of an instrument, and a song is the execution of 
a melody with words by lips "9. 

Question. Does anything distinguish “a praise" from a hymn?!° 

Answer. It does. “A praise" is sung in one's joy and with 
pleasure only, because "Praise unto God is a sweet praise"!!. But 
a hymn guides listeners to reminiscences and to the song. 
Probably, this is their main distinction. 

Question. What is voice and what is [its] origin? 

Answer. Voice is an echo, accumulated by breath and pro- 
duced by means of some harmony and a proper throat. [The 
word] voice comes from [the saying]: "Light is reason"!2, since 
all that reason creates qiudes to light. Here we express precisely 
what chanting by echos and melos means to us: so that each of 
42. us, chanting, could delight his soul by chanting and by 
chanting could ease the tension of reading. Thus, God!, seeing 
many negligent people reluctantly yielded to reading spiritual 
admonitions and on that ground not willing to feel unpleasant 
weariness - since [anyone] likes to do his job without weariness 
- transformed the discourse of Saint David, mingling melody 
with prophecy so that, charmed by the harmony of the melos, 
we could chant sacred hymns with more pleasure. In this way 
our nature gets accustomed properly to chants and mele. When 
babies cry, with [songs] are they lulled. Weavers and also crop- 
growers and travellers are distracted from work and labour with 
chants, for when soul harks to a melos, it is easier to take 
troubles and hardships. But since due to it [that is, to the melos] 
our soul is given to licentiousness, then, for the evil spirits which 
inculcate dissolute songs, not to destroy all [piety], God 
[against] such [base] pleasure built up the stronghold of the true 
psalm, for [when] they sing it, it is both for pleasure and for 
good2. 
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And more: "For us? the mele of plalims are created so 
harmonious so tnat juveniles and all those in youth? could 
enlighten [their] souls when they think they are just singing”. 

"Oh the wisest intention of the Teacher? who made it |so] 
that we could chant and learn the useful at the same time. Then 
admonitions are better imprinted in souls, since forced reading 
leaves no traces. But the melos chanted with joy and delight lays 
[knowledge] into bodies and souls in a more reliable way" and 
augments it. This is a common reason owing to which together 
with the sweetness of psalms we perceive learning. 

Who introduced with us such [innovation] as to exercise 
chanting of two separate choirs [7] 7 

Listen, pupil! The blessed Flavian, Archbishop of Antioch’, 
allowed chanting of two choirs for the sake of harmonious and 
ever charming melody?. Placing the chanters not far from each 
other and arranging the choir in [such] order, he conceived and 
ordered to chant so pleasantly and harmoniously that at first 


Fo|.42 v. one part [of the choir] should be at rest and then as if take 


over the other part's breath together with the psalmody, and 
then as a result neither a chanter, nor a listener would ever 
slumber!, 

As it is, [one should sing] not by means of crying, like those 
who sing music?. If you did wish to chant in accordance with 
your abilities?, then never would you strain {your voice] as those 
many, when they emit senseless cries and chaotic sounds. For 
then people do not know God, but rave and become violent. 
That is why Peter's canon* also definitely [forbids singing] with 
cries, for a canon is a possession of those who chant it together. 
Therefore he does not allow [crying] and states the following: 
"We wish that those who are in God's churches should sing with 
fear of God and piety. We do not approve of the passion of 
those who take part [in chanting] for senseless utterings and 
yells"®, For it is written: "Do not violate your nature beyond 
measure"”?. The hymns to God ought to be executed with the 
proper veneration, so that those who will praise God [might do 
it] with reverence. Just as the Holy Word was proclaimed by the 
luminary of the universe, renowned for [his] golden mouth’, and 
[just as] the angels daily exhort those who come to church. 
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Answer. Mele had existed but dull and discordant. forcing 


One's nature to cry loudly?. After [their] har ious 
«9 : 4«{{Π1]0 Π|005 Meri 
with echoi, in 


however, everything turned out to be tuned in 
accordance with the order, and harsh dissonanccs and obscene 
Cries acquired measure and mode. 
«= ne How many tones there exist and what are thei 
mes! 

Answer. There exist 15 tones. If you do not obey, then ask 
how many kaballies the perfect music possesses, and you «ire 
likely to find out all 15 [kaballies} for, by analogy with them, 
there exist 15 tones!9. Their names are the same 

‘The ison is the first [of them]. Like alpha among letters and 
like the phonic alpha in the beginning of the alphabet, so is the 
ison!!. For we start from it and without it we can tell neithes 
the ascending, nor the descending interval. It is indispensable 
for getting the phonation which is corresponding and cqual 16 

the |preceding one]. And it has this very phonation, though if 
has no [interval] measuring. 

Listen why this is so. [For] such sound is definite, otherwise 
unless the ison is placed in the beginning - you cannot find the 
interval. And a harmonious sound is chanting in accordance 
with the melodic mode and depending upon the sequence of thic 
heirmos as a melos sung in a regulated way. 

We shall speak a lot about the ison henceforth However, 
[now] listen about the oligon too. | | 

It is called the oligon because a word [with the oligon| 

Fol.43. sounds [a little] higher that the ison! and accounts for Such 
name. By means of the oligon [the melos] is gently chanted 
above the ison’. = | | 

The apostrophos, however, erage. its phonation [downwards] 

uch name appears-. 
ae Omar ΜΝ are Ἢ φρένας that is, [the names] of the 
entioned above. 
li Smear mua so because it is marked with a sharp 


accent? and creates high phonation. 
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And more: "For us? the mele of plalms are created so 
harmonious so tnat juveniles and all those in youth* could 
enlighten [their] souls when they think they are just singing”. 

"Oh the wisest intention of the Teacher? who made it [so] 
that we could chant and learn the useful at the same time. Then 
admonitions are better imprinted in souls, since forced reading 
leaves no traces. But the melos chanted with joy and delight lays 
[knowledge] into bodies and souls in a more reliable way"® and 
augments it. This is a common reason owing to which together 
with the sweetness of psalms we perceive learning. 

Who introduced with us such [innovation] as to exercise 
chanting of two separate choirs [2] 7 

Listen, pupil! The blessed Flavian, Archbishop of Antioch®, 
allowed chanting of two choirs for the sake of harmonious and 
ever charming melody?. Placing the chanters not far from each 
other and arranging the choir in [such] order, he conceived and ‘| 
ordered to chant so pleasantly and harmoniously that at first 

Fol.42 v. one part [of the choir] should be at rest and then as if take 
over the other part's breath together with the psalmody, and 
then as a result neither a chanter, nor a listener would ever 
slumber!, 

As it is, [one should sing] not by means of crying, like those 
who sing music*. If you did wish to chant in accordance with 
your abilities?, then never would you strain [your voice] as those 
many, when they emit senseless cries and chaotic sounds. For 
then people do not know God, but rave and become violent. 
That is why Peter's canon‘ also definitely [forbids singing] with 
cries, for a canon is a possession of those who chant it together?. 
Therefore he does not allow [crying] and states the following: 
"We wish that those who are in God's churches should sing with 
fear of God and piety. We do not approve of the passion of 
those who take part [in chanting] for senseless utterings and 
yells"©. For it is written: "Do not violate your nature beyond 
measure"’. The hymns to God ought to be executed with the 
proper veneration, so that those who will praise God [might do 
it] with reverence. Just as the Holy Word was proclaimed by the 
luminary of the universe, renowned for [his] golden mouth3, and 
[just as] the angels daily exhort those who come to church. 
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Question. Had there been any sounds of mele before echoi 
appeared? 

Answer. Mele had existed but dull and discordant, forcing 
one's nature to cry loudly?. After [their] harmonious merging 
with echoi, however, everything turned out to be tuned in 
accordance with the order, and harsh dissonances and obscene 
cries acquired measure and mode. 

Question. How many tones there exist and what are their 
names? 

Answer. There exist 15 tones. If you do not obey, then ask 
how many kaballies the perfect music possesses, and you are 
likely to find out all 15 [kaballies] for, by analogy with them, 
there exist 15 tones!®. Their names are the same. 

The ison is the first [of them]. Like alpha among letters and 
like the phonic alpha in the beginning of the alphabet, so is the 
ison!!, For we start from it and without it we can tell neither 
the ascending, nor the descending interval. It is indispensable 
for getting the phonation which is corresponding and equal to 
the [preceding one]. And it has this very phonation, though it 
has no [interval] measuring. 

Listen why this is so. [For] such sound is definite, otherwise - 
unless the ison is placed in the beginning - you cannot find the ἡ 
interval. And a harmonious sound is chanting in accordance 
with the melodic mode and depending upon the sequence of the 
heirmos as a melos sung in a regulated way. 

We shall speak a lot about the ison henceforth. However, 
[now] listen about the oligon too. 

It is called the oligon because a word [with the oligon] 

Fol.43. sounds [a little] higher that the ison! and accounts for such 
name. By means of the oligon [the melos] is gently chanted 
above the ison2. 

The apostrophos, however, guides its phonation [downwards] 
and [hence] such name appears?. 

In short, such are their names, that is, [the names] of the 
three tones we have mentioned above. 

The oxeia is called so because it is marked with a sharp 
accent’ and creates high phonation. 
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The petasthe [is called so] because it is like a certain unfol- 
ding which smoothly envelopes [something]. Sometimes it 15 
turned inside, sometimes out, flapped both ways, as everybody 
assumes, by the breeze of some light wing. And now I praise 
those who gave it this name, for it was only just to call it 
“petasthe”. For when it is to be cheironomized, the hand, like a 
wing, flies up and waves inwards and outwards°. Due to this the 
musician called it the petasthe®. 

Now listen about the seisma. The seisma is called so because 
it includes the hyporroe, for the seisma is marked by means of 
two bareiai and a hyporroe. It contains the hyporroe like [some] 
moth or worm, and at the same time it is called the seisma’. 
The hyporroe, if set [apart], has 2 phonai, while in the seisma it 
has no interval, though it is, in its turn, added to the piasma for 
some modulation of cheironomia to take place, and I would say, | 
of the melos too. For if the hyporroe did not have to cheirono- 
mize the piasma - when it shakes and throws up the hand - then 
it would be placed as an “adscript" [sign]. For example, I am to 
write: ὦ ὦ - two omegas; one is placed with the help of two wv v 
and the other by means of two o οὗ. While they are being 
written, I simultaneously subscribe 1 below. And I pronounce ὦ 
ὦ, but I do not pronounce τ. It is owing to this that [iota] [5 
called “adscript". Similarly, under two bareiai the hyporroe is put 
as "an adscript sign" and therefore it is not chanted’. 

So, as we said before, there exist 15 tones and do not allow 
[more]. Yet you say that before us there had been 24 of them. 
Those who put tones, spirits and semi-tones together increased 
[the number] of tones to 24 by analogy either with 24 letters [of 
the alphabet] or with 24 hours of the day. Listen, there exist 15 
tones, 4 spirits and 5 senses, and on the whole it makes 24. 
However, a tone is one thing and a spirit is another thing and a 
sense is yet another thing different!®. 

Question. Why are there only 4 spirits and not more? 

Answer. Because man consists of four elements and if one of 

Fol.43 y. them were missing, then man could not live and move. So 
none of these four [elements] can be curtailed, otherwise no 
proportionality is formed, since tones are bodies and are indis- 
pensable for spirits, for without spirits tones are inactive. In the ‘ 
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same way without tones spirits remain motionless. They have 
[their own] meaning and [their own] intervals but cannot func- 
tion [independently]. For a spirit without a tone is useless and, 
continuing to study the art of papadike, you will come across it, 
because you will never find any spirit without a tone being 
changed!. 

For example, I chant something: "A year has come”. Here on 
"year" two [spirits] are set: one is "hyporreon" and the other is 
“anarroyn", but, of course, not without a tone, for without 
them? they are not able to indicate some action. And if the 
apostrophos is not added to the chamele*, and the hypsele [is 
not added] to the value of the oxeia, then they are not able to 
form any interval. And [if to the spirits] the tones appeared to 
have been added, then a rule would be observed, which says that 
the spirits should not be placed without tones. But he who 
strives Ο set a spirit without a tone is a perfect lout and churl. 

The spirits, though, are set without the tones with the kou- 
phisma and the antikenoma. 

Man has five senses. Those of man are: sight, smell, hearing, 
taste and touch, and those of the papadike [art] are the kou- 
ee the tzakisma, the parakletike, the phthora and the the- 
ma>. 

After we have explained the creation of man we may say 
there by that the man has limbs and the same with the tones. 
And what are they? Composite signs, that is, the kratema, the 
xeron klasma and the similar [tones] as well, which are com- 
posite [tones]. 

Question. How many sounding? signs there exist? 

Answer. Nine: the ison, the oligon, the oxeia, the petasthe, 
the apostrophos, the kentema, the hypsele, the elaphron and the 
chamele. Other signs and mele have been given above’. 

Question. Which of them sound equally?® 

Answer. The oligon, the oxeia, the petasthe and the dyo 
kentemata sound equally. They [have equal] intervals’. 

Question. If somebody wished to place the oxeia as a one- 
sound [sign] instead of the oligon, or the oligon instead of the 
petasthe, could [it] be allowed? 
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Answer. We presume that he, who replaces one [sign] by 
another, is blameworthy and a perfect lout. In equal phonation 
[these signs] are uniform but in cheironomia they are very 


Fol.44. different. 


The one who sets a text to music gets approval only when 
with a sure hand he places signs and intervals simultaneously 
with the cheironomia. But if he places intervals only, then he 
does not record the effect of the cheironomia. So we teach!. 

Question. If you were to begin a sticheron or any other 
similar [chant], how would you start? 

Answer. With tuning. 

Question. What 15 tuning? 

Answer. Covering the echos. 

Question. How do you tune? 

Answer. "Anane anes". 

Question. What is it? 

Answer. A laudable and quite useful beginning. And listen: 
you will be surprized at such beginning. "Anane anes” is prefe- 
rable, for it is: " Lord of Heaven and Earth, remit and absolve 
my sins and [let me] sing and praise the inseparable kingdom of 
Thine by a worthy hymn"?. 

Question. Where does [chanting start] from? 

Answer. From the ison and with the ison it is completed since 
this sign by no means submits to the mule. As it is said in gram- 
mar, fundamental principles and elements have no rules. But 
[the ison] ranks neither among the non-interval signs, nor 
among the interval [signs], but [it] is set as a certain foundation 
and a starting-point to show the way for those who intone so 
that they could not create false melos from other signs. 

Question. I ask you, pupil, if I started tuning by some 
sounding tone, then where could I[ get the assurance that the 
interval set at the beginning [can be obtained] from the oligon, 
or from the oxeia, or from the petasthe? 

Answer. As a matter of fact, nowhere. But count on the 
confidence and wisdom of the wises. They began to tune by the 
ison since it is the only reliable basis and [from it the intervals] 
spread easily on. So we shall not lose the opportunity to set 
forth the essence of the matter, but we shall rather state that the 
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ison is the starting point of every tuning. And the ison [that 15, 
"even", “smooth"] it will be called [because] it resembles a bar of 
timber’. 

Why is the ison used at the beginning of chanting? 

We answer. For those who passed on to us the art of papadike 
from ancient times and described the names of the signs, 
determining that this one is the ison, that one ts the oligon and 
Fol.44 γ. that one is the oxeia, specifying other [signs] likewise, could 
not, when intoning, fail to set the sounding tone of the ison at 
the beginning,- [for otherwise] they would chant out of tune, or 
would really make a mistake. For it would be a mistake for a 
chanter to start the echos with the oligon or any other tone. 

How could we possibly create it? 

If somebody appeared to try to determine what sound | 
[stands] at the beginning, I would say to him: “There 1s none. | 
But I created it after the intonation of the tuning, which had 
been set beforehand, by moving three phonai down". But it 
would be neither true, nor safe. And at last, seeing that the ison 
is indispensable with every sign, they established it as a certain 
foundation <to have it for an intonation>! and, beginning with 
it, they execute metrophonia clearly without a hitch. 

In the place where some tuning starts, there is no ison what- 
ever, though it is called by its own name, "the ison". But it is 
really called the ison, when, finishing the delivery [of a tuning] 
we start chanting from the ison; and only then it is called 
"equal" to the sound next to it. 

But if you wish we shall check [this] assertion here and speak 
[of the following]. 

Let us assume that we stopped before a high place as if to 
measure it. We would, then, put a ladder against it and ascen- 
ding the ladder we would count the steps: one, two, three, four. 
The ladder stands on the ground where we are standing too. 
However, we do not count [the steps} from this preliminary step 
and the base. After some speculation we have determined the 
number of ascensions and steps, but [we have done it] without 
taking into account the ground and the preliminary step. We do 
walk on the ground on which we stand but we do not take [11] 
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into account. We say one, two and so on, up to seven, regard- 
less of the ground on which we stand. 

It is this kind of ison which exists at the very beginning of 
tunings. It precedes all tunings. The ison does not exist during 
their intonation, just as there is no ground on which the ladder 
stands. 

A certain man, coming [out of his house] when the sun had 
risen, waS measuring his shadow on the ground by steps, thus 
wishing to know the forthcoming hour. And, naturally, having 
marked his shadow [with pebbles] and having measured it by his 
steps, he found out that it consisted of 24 steps. We see that he 
outlined his shadow [with pebbles] starting from the step after 


Fol.45. which he stopped and did not reach the pebble by that very 


step; so that, having counted other [steps], he did not take into 
account the step on which he had stopped. Since his shadow 
always exists naturally, measurable according to the law, he does 
not take into consideration the foundation [of the shadow], after 
which he stopped before counting the steps, and leaving [it] out, 
he counted [his steps starting] from the next [step]: one, two, 
three, four, five and up to 24. 

Such is the ison at the beginning of tunings as I see it. It is 
set as a certain foundation which is not counted with other 
ascending or descending tones, since it has no interval of its 
own. Of course, the ison is not something which remains unch- 
angeable [all the time], but it is called the ison because [it is 
used} at the beginning of tunings. And it is always called by its 
own name only. 

And, finally, how do we see it? Is it a sounding or a 
soundless sign? No doubt, it is a sounding [sign]. For something 
that is not voiced cannot be sung either in a low or in a loud 
voice, yet [what is voiced] is obviously sounding. 

Listen! The ison lasts up to the very sign, that is, up to the 
interval sign, and before the ascending and descending [signs]. 
{The ison] itself is a sounding and animated [sign]. 

{ Question]. While {the preceding sign] has no phonation of its 
own, the ison has none either, does it? 
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4 [Answer]. I tell you so. He who claims that the ison has no 
phonation of its own but depends upon the ascending and des- 
cending signs and takes on the interval of the preceding sign is a 
fool and a complete ignoramus, when he claims that it has no 
phonation at the outset. If it had no phonation at the outset, 
then how could we chant it before [the interval signs]? And 
{how could we] chant and measure the ascending and descen- 
ding intervals from it? In fact, the ison is the first [sign], which 
from the outset is a sounding [sign] in the true sense. And as 
was mentioned before, it has the phonation which turns out to 
be most genuine!. 

The same is said about the rhythm of [the ison]. Strictly 
speaking, it has no phonation [of its own] in duration?, nor do 
the rest [of the signs] have it. When we start chanting, for 
example, some sticheron, the ison acquires the phonation of the 

. sign preceding it and, when delivered, has the same phonation 
and develops in its rhythm and pitch. 

Question. Why did someone say that the ison subordinates 
and is subordinated? 

Answer. It was stated before us by those who could not 
understand and note more than that. Therefore we do not want 
their compositions to be scribed. He who wanted to know what 
exactly had been written in ancient times, having an ancient 
Sticheron in his hands, saw there what he could not chant him- 
self. I know that the oxeia subordinates the petasthe but I know 
nothing of the ison being subordinate to any other sign. And any 
man of reason whose knowledge of this harmonic fart] is 

Fol.45 v. thorough enough, will testify to this with me. 

Question. Tell me, for the sake of truth itself: if the ison is 
not placed above the oxeia and the petasthe, do those most 
sounding [signs] submit to it then? 

Answer. | know!, that the ison subordinates the oxeia and the 
petasthe, but that it submits to any of [these] signs I know not. 

[ Question]. So does the ison submit to any [signs]? 

[ Answer}. By no means it does. Some claim [that it submits 
to] the oxeia only, but [this] statement is not true. That was 
written by the most ancient [authors]. They placed the ison and 
the oxeia above it. While the ignorant used to say that it was the 
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oxeia which subordinated the ison, but it would have been 
impossible. For the ison proper will be chanted with other signs, 
just as the ison [for example, is sung] in conjunction with the 
oligon* and together with it. The oxeia, however, [is sung in 
conjunction with the ison] owing to the cheironomia. And if this 
is so, then [the ison] is not subordinate, as many [people] think, 
for subor dination is the absence of voicing?. And to say that 
[when] the oxeia is placed above the ison [it submits to it] is 
complete ignorance. The ison then is not subordinate to the 
oxeia but needs its own melos?. 

[ Question]. And finally, can you demonstrate the subordinate 
ison to me? 

[Answer]. It is absolutely impossible. Have I not shown to 
you that it does not belong to any [group] of signs - either to 
those ascending, or to those descending ones. And let us pro- 
ceed. 

<The ison> which is called "isi"®, another [ison] 7, the oligon 
which [is called] “small"®, the kratemokatabasma, which is called 
also the kratemohyporroon or the kratema with the hyporroe, 
another [sign of kratemokatabasma], another and different?, the 
kouphisma, the kratemokouphisma, the bareia together with the 
diple, another [bareia] together with the oxeia, the apostrophos, 
which is called “rotating”, the elaphron, which is also called 
“elaphri"!°, the apoderma and the chamele, which is called also 
the chamilon!!, the uranisma, another [sign of uranismal, 
another and different, another and in a different way!2, the xe- 
ron, another [variant of the sign] - the xeron klasma, the cho- 
reuma, another [sign of choreuma], the piasma, the seisma, the 
anapauma, the anastama, the anatrichisma, the stauros, the thes 
kai apothes, the thematismos eso, another [thematismos] exo, 
which is also called the phthora, the darmos, the homalon, the 
epegerma, which is also called the synagma, the pelaston, 
another [pelaston], the tromikon, another [tromikon] - the 
extrepton, which 1s also called the tromikon or in a different 
way - the homalon!3, the parakalesma, the argon katabasma, the 
psephiston, another [psephiston] and differently!*, the syndes- 
mos, the lygisma, the chairetismos, another chairetismos or the 
thema haplun>. 
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Another explanation 


Other different cheironomiai [manifest themselves] in the 
cheironomia [of signs] and their names!°, which are in tum 
enumerated by the Masters in the way they think is the nght 
one, but mostly it depends on how they learned it or how God 
arranged it in each case. And they record them just as I do, in 
conjunctions!® of signs. But when they started to distort the 
cheironomia [of signs] and their names, they proved to be fools. 
I can speak like they do, but it should not be done, because 
there are many sign conjunctions. However, one should not 
enumerate all their names for not everybody calls [them] equal- 
ly. 

[ Question|. But why? 

[Answer]. For “The Papadike” book did not survive as it had 
been burnt by the impious Tsar Ptolemy the First, as well as 
other books on music and many worthy books. It is through this 
that we all appeared to be deprived of “The Papadike", I mean 
[the book of papadike] music. But as people cannot praise God 
in a different way, [that is, without music], they became too 
fond of [playing] timbrels, auloses, kitharas - of all kinds of 
pastime, to put it bluntly, - and they did not go to church!’; 
then the saints - St. John of Damascus, and before him St. John 

Fol.46. Chrysostom, St. Cosmas [of Maiuma] - established tones! 
and signs for memory? and for praising God and the Church, 
having created a three-component prosody? of a sounding melos ‘ 
or an instrument?: firstly, they acquainted the pupils with the 
melourgy of reason, secondly, they [acquainted them] with the 
value of [every] tone (they follow [them] and chant [by them] ), 
thirdly, they added a perfectly executed cheironomia. Hence, 
the three [stages in creating a chant]: the first one is engendered 
by reason, [the second] is emitted by the breast, and [the third] 
One is created by the hand which shows [signs] and imitates 
[them]. 

These very conjunctions [of signs] were written down by us 
and by others in such a way, that the beginners could get some 
preliminary training. Then they recite and chant [signs] and after 
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that go further. Some record the kratemokatabasma, some 
[record] another conjunction of signs with tzakismata and stran- 
gismata, some [record] yet another conjunction [with the sign 
of] gorphmon or a different [conjunction] with the overturned 
[gorphmon], other [record] a conjunction with the margon tre- 
moulikon, or, on other words, [they record] many names which 
they use in conjunctions of signs without any idea of what is 
correct. 

Yet verbosity leads to irritation?, and we cannot stand any 
disregard towards ourselves on the part of the beginners. I could 
have written many more conjunctions of signs, or cheironomiai 
but to [avoid] the beginners’ exasperation and [their] satiety with 
too many signs, I confined myself to writing this short explana- 
tion only. 

Question. Where do the tones and the signs come from? 

Answer. They come from grammar: the cleaved A makes the 
oxeia and the bareia®, A forms the ison’, the cleaved © makes 
the oligon and the elaphron®, and the other [signs are created] 
in the same way. 


The tones with melos? 


Such are these tones. But they are also called mele [if they 
combine in them] three characteristics: of the body, of the 
representation and of the value, that is, [if they] are chanted 
signs!0_ 

Question. How are the tones and the mele called? How are 
the bodies, the representations and the values called? What is 
the distinctive feature of each sign? How are they interpreted? 
[What] is called by the name of the ison? Why [is it called so]? 
What did the ison originate from? What are the oligon and other 
signs? 

Answer. Tones are called, for without such sounding tones no 
melos can be chanted. Mele [they are called] because out of 
those tones mele come. Signs they are called because they are 
indicated by signs and [by means of them] you create intervals 
and mele. Signs they are called when they are written and tones 
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[they are called] when chanted. The common name for them is 

signs. Nevertheless, it is better to call them marks. Bodies they 
Fol.46v.are called because without those sounding [tones] and bodies 

neither soundless tones, nor sounding bodies, except soundless 


bodies!, can move. 

Three of those [signs] are called representations, they are: the 
pelaston, the kouphisma, and the kratemokatabasma because [it 
is by means of them] that you represent the cheironomia, which 
[is obtained} from composite tones, that is, [a conjunction] of 
other sounding signs which is represented in a more complicated 
way’. 

Values [they are called] because without these values the 
meaning of melos cannot be obtained?. 

At first I intended to interpret all the signs, but for the lack 
of time and tranquility, I gave up all interpretations and do not 
reproach me [with it]. 

Question. Why [are they called] signs? 

Answer. Because they are marked down on paper and are 
enumerated in the above mentioned quantity. There exist sound- 
less tones?. They are called marks, signs, bodies and values. 
They are composite tones and may also be called conjunctions, 
combinations, interlacements, representations, bodies, chains 
and values, or soundless marks and also signs: <the ison>, the 
diple, the kratema, the kratemokouphisma, the apoderma, the 
antikenoma, the tromikon with the synagma, another tromikon - 
the tromikon with the psephiston, another tromikon with the 
psephiston and the homalon, the kylisma, another [kylisma] - 
the antikenokylisma, the psephiston, another [psephiston] with 
the homalon and the parakalesma, and also the xeron with the 
homalon, the tromikon with the homalon, the synagma, the 
tromikon with the synagma and the epegerma, the seisma, the 
piasma, the xeron, the xeron with the homalon, the kratemo- 
hyporrokataboanastama, the diamerismos, the epegerma, the 
parakletike, the parakalesma, another [parakalesma], the extrep- 
ton, another [parakalesma]j, the phthora, another phthora, the 
kratemokatabatromikohyporroon, > the emargon tremoulikon, 
the tzakisma. 
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Another explanation by the same author. | 


There are three kratemata among these soundless and 
sounding [signs]. It is clear that the great kratema has the first 
duration, the diple has the second and the dyo apostrophoi have 
the third one. It, [that is, the dyo apostrophoi] may also have 
the first duration but with descending intervals only, for the 
diple and the great kratema are placed with ascending and 
descending intervals. Similarly the dyo apostrophoi are used, but 
with the descending [intervals] only. Therefore, they also have 
the first duration, that is the first kratema. For, if the diple and 
the great kratema were to be placed [with any] tone in 
descending intervals, just as they are placed with the ascending 
intervals, then the dyo apostrophoi would not be placed with the 
descending intervals [only] due to duration. If such duration had 
included two intervals, it would not have been duration. There- 
fore, he who apostrophizes has [two] intervals, and the apost- 
rophos has one, and the dyo [apostrophoi have] only one [inter- 
val] 7. 

There exist four spirits. 

Question. What is a spirit? 

Answer. It is called "spirit", since every spirit directs and 
changes everything quickly. In the Holy Scripture [the word] 
"spirit" has four meanings: spirit - the holy, spirit - the angel, 
spirit - the wind, spirit - the Satan, mining by [his] superci- 
liousness the heavenly order of angels. Sometimes reason may 
also be called spirit, as well as all that is not contemplated is 
spirit too. It had been written before. There exist 5 senses, as if 
[signs] had senses too. 

Among the kratemata the tzakisma [tends to get] partial du- 

Fol.47. ration in [proper] places. The kouphisma [also] has its pla- 
ces. The kouphisma is something light both in cheironomia and 
in melos!. 

The tzakisma, however, in accordance with its name, gra- | 
dually opens the fingers, that is, cuts [the air], slashing [it] little 
by little and stops. That is why it is called tzakisma?. 

The parakletike also [acts] in accordance with its name. The 
parakletike is the lamentation and the plaint of its melos [which 
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seems] to be crying, appealing, lamenting, imploring, and, sob- 
bing violently, chants its words*. Owing to this it is called the 
paraklektike?. 

The phthora also facts] in accordance with its name, for 
when someone sings and chants [its] melos, it seems as if it were 
really present there’. He who wanted to create the modulation 
of the melos, changes [it] by three phonai, or by many [phonai], 
or by one but in such a way as if he were creating the initial 
melos. [Then] the previous melos is ruined and therefore it is 
called the phthora. It is represented so that the melos being 
ruined could be recognized. 

The same with the thema. When someone sees to it that it be 
cheironomized by one cheironomia, by the hand or by the the- 
ma haplun, then you write the representation of the thema and 
you [must] mark it so that you could cheironomize with your 
hand simply, as if the sensation of the foundation were achieved. 
Hence, its name - the thema, for it is the simple conjunction, 
that is, the simple cheironomia®. 

<Then the sounds begin>’. 

Question. How many sounds there exist? 

Answer. Seven sounds. 

Question. Why are there seven sounds? 

Answer. In imitation of seven planets, the seven centuries and 
of the wonderful Seven Days of the Creation®. And together 
with the equality, that is, with the ison, there are eight [of 
them]. 

| Question]. How is it? 

[| Answer]. Listen. The thing to start with, simultaneously emit- 
ting a sound, is the ison. Now you have one [sound], and to- 
gether with it you make the other seven, eight all in all?. 

Question. What is voice and what is its etymology? 

Answer. Voice is the echo of breath, kept by means of a cer- 
tain harmony being created and with the help of a proper throat. 
[The word] "voice" comes from [the saying]: "Light is reason"!9, 
for what creates reason leads to light. [Thus], voice is breath, 
and melodic voice is breath and, moreover, the sound of a 
melos is also breath. 
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The ascending and descending sounds, set forth from the first 
one to the seventh!!, 
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The division of music 


Music is devided into three [types]: one of its types is the 
work of the mouth, the second is the work of hands and the 
mouth, and the third is the work of hands only. Songs, tere- 
tismata!?, and [other] such [types] is the work of the mouth; the 
chorauletike!3, the auletike and such [types is the work] of 
hands and the mouth; the kitharistike and all music of that kind 
47 γ. is [the work] of hands. So, one [type of music is delivered] 
by the mouth, the second one - by hands and the mouth, and 
the third one - by hands only}. 

Question. What is echos? 

Answer. Echos is something that is sung by a human being 
and heard by many; or it is the clanking vibration of an instru- 
ment over the shell and the pelt skin2. 

Question. How many kinds of echos [there exist]? 

Answer. Eight, that is, the first, the second, the third, the 
fourth and the plagal derived from them. 

Question. What is cheironomia? 

Answer. Cheironomia is a law, handed down to us by the 
Holy Fathers, the poet St. Cosmas [of Maiuma] and St. John of 
Damascus among them. For when the voice of the one who 1s 
going to sing joins in, the cheironomia |[starts| immediately in 
order to show the melos. It may be called differently: the ison of 
the hand and the shoulder, because for some signs the ison is 
executed by the arm from the shoulder?. 

It is necessary to know that the first echos is called the first 
because it takes first place or because it precedes other echoi. It 
is designated [as] "Dorios", which means that this name comes 
from the Dorians. Therefore the echos is called Doritos. And it 
was in its sounding that the Hypodorios [echos] or the son of 
the first [echos], that is, [its] plagal, was discovered. From Lydia 
the Lydios, or the second [echos] got its name. Lydia was the 
name of the area of "New Castles" which is still called Lydian 
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plane. From this echos the Hypolydios plagal echos [was 
discovered]. And from Phrygia the Phrygios, or the third [echos] 
was discovered. Phrygia was the name of a region in Laodicea. 
Therefore [the echos] is called Phrygios [as having come] from 
Phrygia. And from it the Hypophrygios [echos], that is, low, 
[was discovered]. From Miletus the Miletios, or the fourth 
echos, [got its name], and from the latter the plagal of the 
fourth echos [got its name] *. The mele of the echoi had been 
invented in those very areas. Thus, the Dorians sang the mele of 
the first echos, the Lydians sang the mele of the Lydios echos, 
the Phrygians sang those of the Phrygios echos and the Miletians 
sang those of the Miletios echos>. Having discovered them, the 
tzar and the musician Ptolemy registered [them] to the areas 
and [gave] those names to the echoi®. 

Question. How many echoi [there exist]? 

Answer. There exist four basic echoi, four plagal, two tunings 
or phthorai: “nenano”" and "nana". These are the echoi which are 
mostly chanted in "The Hagiopolites”. 

Question. How many echoi are chanted in "The 
Hagiopolites"? What is called "The Hagiopolites” and what is 
called a tone? 

Fol.48, Answer. Eight echoi are sung [there]. "Hagioipolites” it is 
called because [this] city unifies holy martyrs and other saints, 
or because the Holy Fathers and poets, including St. John of 
Damascus and many other saints, preached in the holy city!. 

Question. How many basic echoi [there exist]? 

Answer. Four: the first, the second, the third, the fourth and 
of these four, by means of penetrating downwards, four other 
echoi - the plagal - were formed. The four plagal [echoi] seem 
to have come from the four initial models. Similarly, of the four 
plagal the four middle [echoi] were formed, namely, the first 
middle echos, the second middle echos, the third middle echos 
and the fourth middle echos?. Of the four middle [echoi} four 
phthorai were formed and fas a result] there appeared 16 echoi. 
These 16 echoi are sung in songs, not in "The Hagiopolites"3. 

Question. How does the echos begin, if you intend to sing or 
learn something? 

Answer. It begins with tuning. 
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Question. What is tuning? 

Answer. Tuning* is covering the echos, when some sing, [for 
example], "“Anane anes” - <that is "Remit me, Lord” - for it is 
necessary that the one who starts singing should start with God 
and end up with God. Just as all Christians do: if they are going 
to start even a small deed, at first they say [a short] line of 
verse, namely: "Jesus Christ, Lord, Our God... " and so on. And 
we [use] the same method when we are to chant something. 
Therefore, at first the echos is executed>. 

Question. How is the second [echos} tuned? 

Answer. "Neanes". 

Question. What does “neanes" mean? 

Answer. To more exact: "Now, Thou remit”. 

Question. How is the third [echos} tuned? 

Answer. "Ane anes", that is, "Comforter, forgive”®. 

Question. How 15 the fourth [echos] tuned? 

Answer. "Agia" or "Cherubs and Seraphs", that is, the Holy 
[Trinity] sung and praised by them: "Remit and forgive me and 
come unto me [so that I could] glorify and praise Thou, the 
inseparable deity, by a worthy hymn". 

Question. How many spirits [there exists} and why are they 
called spirits? 

Answer. Because they form [great] intervals and are not pla- 
ced without other tones. 

Question. What is voice? 

Answer, The name of voice comes from [the saying]: "Light is 
reason", for, what reason creates, is brought to light by voice, or 
because there exists reality in voice, for voice is the result of 
breath being preserved in us, which needs a certain throat. 

Question. What is papadike? 

Answer. The art of music. 

Fol.48 vy. Question. What are the names of the echoi? 

Answer. The first, the second, the third, the fourth and the 
consequent. There are no names in the true sense of the word 
for eight echoi, for [they] are called the first, the second, the 
third and the fourth, [just as] degrees have no names. Or rather, 
the first [echos} was called! Dorios, the second was called 
Lydios, the third one was\called Phrygios, the fourth one - 
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Mixolydios, the plagal of the first [echos was called] Hypo- 
dorios, the plagal of the second [was called] Hypolydios, the 
plagal of the third, or the “low”, [was called] Hypophrygios, the 
plagal of the fourth [was called] Hypomixolydios2. These are the 
main names of the eight echoi and they are magic wonders of 
the papadike art?. 

Question. How many tones [there exist] in the papadike art? 4 

Answer. Fifteen. 

Question. How many semi-tones? 

Answer. Five. 

Question. How many spirits? 

Answer. Four?. 

Question. What are tones, semi-tones and spirits? 

Answer. The tones are: the ison, the oligon, the oxeia, the 
petasthe, the apoderma, the apostrophos, the bareia, the antike- 
noma®, the kratema, the anastama, the diple, the piasma, the 
katabasma, the triplon or the seisma and the parakalesma. 

Other [signs], such as the psephiston, the psephistokatabasma 
and the exstrepton, are mele but not tones. 

The semi-tones are: the elaphron klasma’, the kouphisma, 
the parakletike, the psephistokatabasma and the extreptokata- 
basma. They are also called mele. 

The spirits? are such [signs] as the hypsilon, the chamelon, 
the elaphron, the apoderma and the kentema?. 


On spirits. 


Spirits they are called because they form intervals. However, 
they are not placed without some other tones. [For example], 
the chamele is not placed without the apostrophos, nor is any 
other descending spirit. And, vice versa, without the oligon, the 
oxeia or the petasthe we do not find any hypsele. Similarly!® 
without the apostrophos we do not find the elaphron and the 
chamele, and if we do find them, we consider it blameworthy. 


About the kentema. 


The kentema is not placed without some other tones. Though 
it creates intervals, it is not placed alone. Other [signs] are 
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considered spirits which are the following: the hypsele denotes 
four ascending phonai, the kentema indicates two ascending 
phonai. Similarly, the elaphron and the chamele: the chamele 
indicates four descending phonai and the elaphron [indicates] 
two [phonai] !!. The same with other tones, for example, the 
49. kratema, the diple, the xeron klasma, the anatrichisma, the 
piasma and the similar [signs] '. 

As was mentioned before, there exist composite tones too. 
Composite they are called because they are composed of two or 
three tones*. Thus, the diple is composed of two oxeiai?, the 
kratema [is composed] of two oxeiai and a particle of the ela- 
phron*, the piasma [consists] of two bareiai, the anastama [is 
composed] of the diple and the petasthe°, So, as we have stated, 
such [signs] are called composite tones. 

Thus, my pupil, you have learned what a tone is, what a 
semi-tone is and what a spirit is, and also why each of them is 
called so. 

Among the aforementioned [signs] there are three tones, that 
is, the oligon, the oxeia and the petasthe, which have equal 
intervals. But the ison has no interval and is [the most] submis- 
sive of all [tones]: wherever the ison might be found - whether 
high or low - it acquires phonation there. 

Of the four sounding tones, which are the petasthe, the oli- 
gon, the oxeia and the apostrophos, and also of the four spirits 
mentioned above, that 1s the psephiston, the chamele, the ken- 
tema and the elaphron, we get eight [signs], together with other 
tones realising and making intervals, for without them all [the 
signs] remain static and invariable. 

The connoisseurs of the papadike art are well aware of [their] 
effect. However, we too are going to show something: how the 
tones together with the spirits are to function in ascending and 
descending, as precisely as the interpreter himself taught®. 


On the modulation of echoi. 


If you sing the phone up from the first echos you will get the 
second echos. Like this... 7 
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If again you sing one phone up from the second echos, you 
will get the third echos.. 

If likewise you sing one phone up from the third echos, you 
will get the fourth one. Like this: ... 

If you sing again one phone up from the fourth echos you 
will get the first echos®. 

Question. How does it happen that by means of raising [you 
get all basic signs] up to the fourth echos? 

Answer. For the creator of the fourth echot distributed four 
echoi between four degrees. Thus, the fourth echos [turns into] 
the first one... 3 


On the plagal [echoi] 1°. 


When you go four phonai down!! from the first echos, you 
find out its plagal, or like this... 12 

When you lower the second echos by four phonai in the 
similar way, you will find out its plagal... 

When again you lower the third [echos] by four phonai, you 
find out its plagal or... 

When again you lower the fourth echos by four phonat, you 
find out its plagal or like this... 

Fol.49v. Now, as you can see at last, you have eight echoi written 
for you. From here start learning [them] either from the first, or 
from the fourth, [learn] which is the first one and [which of 
them] are the plagal. 


On the middle [echoi]. 


Now listen about the middle [echoi] and about the phthorai. 

The middle of the first echos [is formed] like this... 

This is the middle of the first [echos] !. The middle of the 
first turns out to be "low”. It is formed like this... 

Similarly the second echos is [formed]... 

The middle of the second... 

Yet I have said that the middle [one] of the second [echos] 
stands two phonai away but not three, because the middle of the 
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second [stands] one phone [away], the plagal of the fourth 
[stands] two phonai [away], like this... 

If you sang... 

Similarly, the middle of the third [echos]... 

Thus, the fourth echos also gets [its middle] one as if you 
were chanting... 2 

Now listen about phthorai as well. The phthora means the 
following. If you go up or down from the main echos, then this 
is called the phthora. When the melos [of one] echos is lost? and 
passes on to another echos, as if you sang..., it would ruin [the 
former echos having passed on to] another echos. 

[ Question]. What other echos turns [the melos] from the main 
echos to another one? 

[Answer]. If the plagal of the first echos were ruined and it 
went one phone up, we would get the plagal of the second, like 
this... 

Similarly, when the plagal of the second [echos] goes one 
phone up, we get the "low" one, like this... 

Finally, the phthora of the "low" echos, as well as that of the 
plagal of the fourth echos, is obtained like this... 

This is the phthora of the plagal of the fourth [echos]. As I 
have told you, the second echos is formed by going one phone 
up from the first echos. And when you go one phone up the 
second echos, you get the third one, and going one phone [up] 
from the third [echos] you get the fourth one. In the plagal 
echoi [everything goes]. likewise and in the same sequence. 

That was the way they modulated in church and enumerated 
16 echoi, formed out of the [basic], the plagal, the middle and 
the phthorai. 

Fol.50. Many [people] say that there exist 16 echoi. They lie. Tu- 
nings exist for 8 echoi only, or rather for the four of the first, 
[that is, for the basic], for four plagal, for two middle [echoi| 
and for the "nenano’. David had created 4 echoi, or rather - on 
four degrees, and Solomon [had created] four other plagal [ec- 
hoi] of the initial models, and two middle [ones] - the “nenano” 
and the “nana”. So I am writing to complete [my work}. 
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Those, who [say] that the temple of Solomon in Jemsalem 
was praised by 18 echoi, are deluded and contradict to the art of 
papadike, for none [of them] could grasp this method, however 
fervently and seriously they may have studied the whole art of 
papadike. 

There exist many other [views] on art, which are impossible 
to describe here. For even one definition can be interpreted 
infinitely and we preserve it, trying not to confuse it. 

As I proclaim to you here, John of Damascus allegorically 
displays the same echo1. By these sequences you can find [any] 
other echos, up to seven ascending and descending [phonail. 

1 


Evidently, this is what is very hard to grasp and learn [but] 
what makes it right... 2 
Question. How many phonai are to be changed and how ma- 
ny doubled [phonai] there exist, and how can you get a [doub- 
led] phone, and how many phonai can there be in doubling? 
Answer. The research and the assiduous study of questions 
and answers about tones and echoi, chanted in "The Hagio- 
polites", [show the following]. 
| A tone is what sounds high or low?. It is due to this that it 
got its name. We shall speak of tones later. When we asked how 
many echoi were chanted in “The Hagiopolites", the answer was 
eight. I must show you that this [view] is erroneous. For more 
often than not the second plagal is sung as the middle of the 
second [echos] in "Christ, having victory" and "To you on wa- 
ters’ and in other chants of this kind. 

And other [echoi], created by St. John of Damascus, are 
established by the music [itself] and those established by Theo- 
dore and Joseph (if you try to sing them according to the music) 
do not conform to it because they do not come from it’. 

The same may be said about the fourth plagal [echos]. In 
most cases it is often chanted together with the fourth [basic], as 
in "Having inscribed the cross, Moses” and in the other echos it 
is chanted likewise. 

Thus, I have shown you, my pupil, that ten echoi, but not 
eight are to be chanted. 
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The explanation of the parallage! of Koukouzeles wheel. 
The principles of diplophonia2 


Fol.50v. Diplophonia is achieved in the following way: if, rising by | 
[phone] you want to sing the other seven [likewise], that is, 
raising them, - then you sing the eighth [phone] from that 
[initial] one. If {you want to sing going] 2 [phonai up], then you 
sing 9 [phonai up], if [you want to sing raising] by 3 [phonai], 
then you sing 10 [phonai higher], if by 4, you sing 11 [phonai 
higher], if by 5, then you sing 12 [phonai higher], if by 6, then 
you sing 13 [phonai higher], if by 7, then you sing 7 other 
[phonai higher], that is, 14 [phonai]. 

If you like you can sing the ison, if you quadruple, then you 
sing [every other] 28 [phonai]. If you sing three times [higher or 
lower], you sing [every other] 21 [phonai]. If you sing either the 
melos ison, or whatever else is possible, then you will raise twice 
and sing every other 7 phonai. If you sing {similarly] the 
lowering melos, you again sing [every other] 7 phonai and you 
get the eighth [phone]. 

If you want to sing going one phone up, then you sing going 
7 [phonai] down. In this way one ascending phone is lost and 
only the descending ones are left, for never are the ascending 
sung together with the descending ones, and the descending with 
the ascending ones. Wherever the descending are placed among 
the ascending ones, they destroy them. Similarly, [if you want 1 
ascending phone, you sing 6 descending ones] 2, [you want] 2 
[ascending], you sing 5 [descending], if [you want] 3 [ascen- 
ding], [you sing] 4 [descending], if [you want] 4 [ascending], 
you sing 3 [descending], if [you want] 5 [ascending], [you sing] 
2 [descending], if [you want] 6 [ascending], you sing 1 
[descending], if [you want] 7 [ascending], you sing the ison. 

If you sing 1 [phone up], then you sing lowering by 6 
[phonai], if [you sing] 2 [phonai up], [you go] 5 [down], if [you 
sing} 3 [phonai up], [you lower] by 4, if [you sing] 4 [up], [you 
lower] by 3, if [you sing] 5 [phonai up], [you lower] by 2, if 
[you sing] 6 [up], then [you lower] by 1, if [you sing] 7 [up], 
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then [you sing] the ison, or 7 more phonai, that is, by 14 [and 
so on] as much as the voice permits. 

If you sing going 1 [phone] down, then sing the other ones 
also lowering by 8 [phonai] from that [initial one]; if [you sing 
lowering] by 2 [phonai], then [sing the other going] 9 [phonai 
down], if [you sing lowering] by 3, then {the other should be 
sung] 10 [phonai down], if [you sing lowering] by 4, then [sing 
the other going] 11 [phonai down], if [you sing lowering] by 5, 
then [you sing the other going] 12 [phonai down], if [you sing] 
6 [phonai down], then [sing the other going] 13 [phonai down], 
if [you sing lowering] by 7, then [sing the other going down] by 
144 

If, while executing the ascending and the descending inter- 
vals, you come across [the dyo] kentemata, then while executing 
[this] interval, sing the number of diplophonia, when you meet 
it, and [also] sing the interval of [the dyo] kentemata?. 

The excess is considered in the following cause. For example, 
you sing a sticheron. If the beginning and the end coinside in 
one and the same sound, then neither of the phonai 1s super- 
fluous: neither the ascending, nor the descending ones. If you 
want to keep the beginning in accordance with the echos [and] 
if the echos and the end do not exceed [each other], but are 
levelled, then the number of the ascending and the descending 
phonai is the same. If you find out that [these] sounds are not 
equal, then the given melos differs {from the initial one] as 
much as you consider that you find the beginning higher or 
lower [regarding the end]. For the melos always retains the 
beginning and the end in harmony® and, perhaps, in the paralla- 
ge as well’. 

The oligon [indicates] one pnone, the oxeia [indicates] one 
[phone], the petasthe [indicates] one, the kouphisma [indicates] 
one, the pelaston [indicates] one, the dyo kentemata [indicate] 
one, the kentema [indicates two] and the hypsele [indicates] 

Fol.51. four, the apostrophos [indicates] one, the dyo apostrophol 
[indicate] one, the aporroe [indicates] two, the kratemohypor- 
roon [indicates] two, the elaphron [indicates] two and_ the 
chamele [indicates] four [phonai] !. 
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Note, that the ascending intervals are subordinate to the des- 
cending ones and are guided by the ison, as we sce... 2 

The ascending signs are subordinate to the ison and the des- 
cending [signs]. 

The ascending spirits - the kentema and the hypsele - subor- 
dinate the ascending bodies, that is, the oligon and the petasthe, 
when they precede them, or stand under them, like this... 

Similarly, the descending spirits subordinate their bodies, 1 
mean the apostrophos and the dyo apostrophoi, like this... 

The kratemohyporroon is placed under the homalon and you 
get the argosyntheton. The hyporroe is placed under the piasma 
and you get the seisma, like this... 

The aporroe, though, is neither a body, nor a spirit, but a 
short movement of the voice, sonorously and melodiously 
emitted from the throat. Therefore it is called melos. 

The phthora of the first [echos]? - of the second - 

of the third - of the fourth - the phthora 
of the first plagal [echos] - of the second - of the 
low - of the nenano - of the fourth - the 
hemiphone - the hemiphthora - another hemi- 
phthora - 

The ancients applied the name “phthora" to the thematismos, 
to the thema haplun and to the enarxis?. 

The basic names of eight echoi. 


The first [is called] Dorios , the second [is called] 
Lydios , the third [is called] Phrygian , the fourth 
[is called] Mixolydios , the plagal of the first [echos is 
called} Hypodorios , the plagal of the second [is called} 
Hypolydios , the plagal of the third or the “low” [is 
called] Hypophrygios , the plagal of the fourth [is called] 
Hypomixolydios 
Fol.51 vy. The first , the second , the third , the 
fourth the plagal of the first , the plagal of the 
second , the plagal of the third or the “low" and 


the plagal of the fourth 
The middle of the first [echos] is the low, the middle of the 
second [is] the plagal of the fourth, the middle of the third [is] 
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the plagal of the first, the middle of the fourth [is] the plagal of 
the second. 

The plagal [echoi] have the ascending [echoi], that we call 
diphonia, for middle ones. The plagal of the first [echos] has the 


third [echos] for diphonia, like this ; the plagal of the 
second [echos] has the fourth [echos] for diphonia, and the low 
has the first [echos] for diphonia, like this ; the plagal of the 


fourth has the second [echos for diphonia]. 
And that is all about it. 


The great soundless signs, called the 
great hypostases. 


They exist for the cheironomia only, but not for the interval. 
The soundless signs are such: the ison @_., the parakletike 


—w., the kratema s@_, the diple sv, the kylisma “xg, the 


antikenokylisma ως, the tromikon Ay , the existrepton Ί. the 


tromikon , the synagma , the tromikon of the 
homalon , the tzakisma , the psephiston “ 
the psephiston synagma , the gorgon , the ar- 
gon , the stauros , the antikenoma , the 
homalon , the thematismos eso , another [thema- 
tismos} exo , the epegerma , the parakales- 
ma , the xeron klasma , the argosyntheton ; 
another [argosyntheton] of the psaltike , the uranis- 
ma , the apoderma , the thes kai apotes ; 
the thema haplun , the choreuma , the psephisto- 
parakalesma , the tromikoparakalesma , the pias- 
ma , the seisma , the lygisma , the synag- 


ma , the bareia , the enarxis 


Comments Ι 


To fol.41. | 
! As has been mentioned above, ὁρᾷς is followed by the 
exposition of the treatise by Pseudo-Damiascene. In Codex Lavra 
1656 (Tardo 208) the text, given in RA/C 63, is preceded by the 
following construction: 

"Καὶ ἰδοὺ πνεύματα "Now, [there exist] four spi- 
τέσσαρα ἐκ μεταφορᾶς οὖν its. According to these four [spi- 
τούτων τῶν τεσσάρων Kai ἐν τῇ fits] the four spirits, which we 
μουσικῇ τέχνῃ πνεύματα té- Shall acquaint ourselves with at 
σσαρα λέγομεν. & καὶ πρόσω ὁ «greater length below, are allego- 
λόγος εὐρύτερον διδάξει ἡμᾶς". rically referred to in musical art. 


2 It is undeniable that the first two spirits are the kentema 
and the hypsele, and the second two are the elaphron and the 
chamele. 

3 Everything seems to indicate that the question under 
consideration here is the difference in the interpretation of the 
term τόνος: as an interval of one tone value and as a noto- 
graphic sign, indicating either a certain interval (φωνή), or ἶσον. 
The signs of this very kind were qualified as τόνοι. 

It is not difficult to understand that the construction ov 
κυρίως, ἀλλ, which is to be found in Κα10 63, is nothing but a 
simple mistake of the scribe, who, through negligence, super- 
imposed ὁ [ἐκ τόνου... ] on οὐκ [ἔστι τόνος] κυρίως, ἀλλά.... 

4 It is quite evident that the tenets of Ptolemy's treatise on 
τόνοι ( ‘Appovixa II 10) have nothing to do with the τόνοι in 
Bizantine musical theory. In the latter they serve as peculiar 
notation signs, while in Ptolemy's treatise, as well as all ancient 
musicology, the term τόνος denoted tonalities - the pitch levels 
of mode tetrachordal organizations: Dorios, Phrygios, Lydios 
etc. (see: fepyman E. AHTMYHOe MY3bIKAaIbHOe ΜΒΠΠΠΘΗΜΕ, 61- 
69 and others; naturally, this term was also used to denote other 
categories of musical theory, see comment 1 to fol.45). All 
attempts to relate the principles of Bizantine notation system 
with the principles of ancient musicology can be explained by 
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the desire to find the roots of neumatic notography in the 
remote past. According to Byzantine views, a centuries-old 
tradition is a guarantee of the veritability and reliability of a 
theory becouse it has stood a test of time. 

5 It is quite conceivable that the term οἱ σύνϑετοι τόνοι here 
implies the signs, the graphic representation of which is ἃ 
combination of simpler outlines. Perhaps, it is this meaning that 
Gabriel (Gabriel 58, 227-60, 228) had in mind when he wrote 
that the kratemohyporroon is ovvSetov of the kratema and the 
aporroe, and the antikenokylisma is obvSetov of the kylisma and 
the antikenoma (ibid., 66, 216-218) etc. If this is really so, then 
Byzantine musicians seem to have been at liberty using the term 
τόνος; they used it to define the interval signs and the ison on 
the one hand, and the soundless hypostases, on the other. 

6 It was because of this phrase that I decided in favour of οἱ 
αἀσύνϑετοι τόνοι, for "the simple tones" indicate a concrete 
interval. 

7 In the published manuscript text of the treatise by Pseudo- 
Damascene these elements are absent in the preceding part. 

8 This theory is known to have originated in remote past; see, 
for example: Aristotelis “Metaphisica” I 3 983b 19 - 984b 23. 

? The author sees common grounds of the harmonious and 
concordant combination of the basic elements of Nature and the 
combination of sounds in the art of music. There is no doubt 
that the adjective ῥυϑμητική (the manuscript variant: ῥυϑμική) 
should be derived from puSpito. It is obvious that ἡ ῥυϑμητική 
(scilicet τέχνη) is used here not in the narrow sense of "rhythmic 
art", but in a broader sense: harmonious, concordant, eupho- 
nious art. In this sense ἥ ῥυϑμητικὴ τέχνη is similar to Early 
Byzantine τέχνη ἁρμονιῶν te καὶ ῥυϑμῶν (Aristidis Quintiliani De 
musica IJ, 6, R. Winnington-Ingram, 61) or ἡ μουσικὴ τέχνη 
(Bacchii Isagoge 77, Jan 309). Looking back even more 
centuries, we find that ἡ ῥυϑμητικὴ τέχνη corresponds to 
ἁρμονική as “the ability to perceive the difference between 
sounds by pitch and lowness" (δύναμις καταληπτικὴ τῶν ἐν τοῖς 
ψόφοις περὶ TO ὀξὺ καὶ τὸ βαρὺ διαφορῶν". - Ptolemaei 
Harmonicae 1, 1. During, 3). In other words, ἢ ῥβυϑμητικὴ 
τέχνη is the continuation of a centuries-old tradition of defining 
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the art of music. As if to prove this, on fol.42 v. of the published 
manuscript one can find the characteristic of ἡ ῥυϑμητικὴ φωνή 
as Singing “in accordance with the melodic pitch and depending 
on the harmonious sequence of the heirmos" ("peta τάξιν 
ἐμμελῶς καὶ Kat ἀκολουϑίαν τοῦ εἱρμοῦ évappoviac’). 
Moreover, the author of the treatise considered this assertion to 
be insufficient and enlarged it with a phrase "τὸ εὐτάκτως 
ἀδόμενον μέλος" ("a melos chanted with regulation"). All this 
allowed me to translate ἡ ῥυϑμητικὴ τέχνη as “harmonious art”. 
To fol.4lv. 

! As is generally known, the noun τόνος comes from the verb 
τείνω (“I stretch"). 

2 Psalm 150. It is important to note here that in the citation 
given in the text the word ἦχος is used not in the sense of mode 
tonality organization, but as the indication of an elementary 
"sound". However, it is doubtful that the author of the treatise 
did not understand it. To Byzantine and Post-Byzantine 
musicians the term ἦχος always embodied the oktoechos system, 
and nothing was too prove its significance. If by the citation 
from Psalm 150 the author managed to prove the antiquity of 
the word ἦχος, the reader was thus suggested the idea of the 
oktoechos mode tonality system having been ancient too. 

3 Undoubtedly, there is a mistake in RAIC 63, since the 
tuning of the first echos is chanted to the syllables avave avec as 
is recorded in C and L. 

4" Ἐπέστη ἢ εἴσοδος [tod ἐνιαυτοῦ] ". 

> Most likely, this interrogative sentence must have started 
with adverbium interrogatium ὦ, and not with conjunctio 
disjunctiva 7. 

6 When reading this fragment, one should bear in mind the 
following. The author sets forth the material in such a way that 
irrespective of the interpretation of the term ἦχος, - whether it is 
just "a sound” or "mode tonality” - the primary phenomenon 
always turns out to be the one which is defined by this very 
word. If ἦχος is “a sound”, then μέλος is a logically organized 
complex, consisting of a series of such sounds, and therefore 
ἦχος underlies μέλος. If ἦχος is mode tonality, then μέλος is a 
melodic line, completely dependent on mode tonality (ἦχος), in 
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the sphere of which it was formed. Greek musicians are likely to 
have understood the principles set forth in the treatise in both 
meanings. 

7 It is only in this translation that pluralis of τοὺς 
Evappovious λόγους looks natural and logical. I allowed myself 
to translate ὁ λόγος in such a way, bearing in mind that in the 
time of Basil the Great (see the next comment) the Neo- 
Pythagorean tendencies were quite strong and in their domain 6 
λόγος was considered, among other things, as a mathematical 
formula of a musical interval. 

8 The words of Basil the Great (Jn psalmos), rendered freely, 
which in the original sound as follows: 

""Qote ὁ ψαλμὸς λόγος “For a psalm is ἃ _ musical 
ἐστὶ μουσικός, ὅταν εὐρύϑμως discourse, when the instrument 
κατὰ τοὺς ἁρμονικοὺς λόγους jingles gracefully in accord with 
πρὸς tO ὄργανον κρούηται. the harmonious intervals [of the 
ὡδὴ δὲ φωνὴ ἐμμελὴς ἀπο- voice]. And a song is melodious 
διδομένη ἐναρμονίως, χωρὶς singing harmoniously, executed 
τῆς συνηχήσεως τοῦ ὀργάνου" without sounding together with 
(PG 29, 305). an instrument". 

9 ψάλμος ἐστὶ - ἐκφώνησις = Gregorii Nysseni In Psalmos. 
Cap. III // PG 44, 493 B. 

10 As to Aivot see: Βεργώτης T. Λεξικὸ λειτουργικῶν καὶ 
τελετουργικῶν ὅρων. Θεσσαλονίκη 1988, 12-13. 

ΠΑ paraphrase of Psalm 147: “Αἴνετε τὸν Κύριον ὅτι ἀγαϑὸν 
ψαλμός, TH Θεὼ ἡμῶν ἡδυνϑείη αἴνεσις" - “Praise ye the Lord, 
for a psalm is good, [and] praise unto God is delightful" (the 
traditional translation is somewhat different). 

12 Bizantine musicians seem to have used in this case the 
phonic proximity of the word φωνή and the expression φῶς εἶναι 
νοός. Moreover, this interpretation of φωνή was in accordance 
with the widely spread views which were based on the New 
Testament concepts of light (The Gospel according to St. John, 1, 
6-9; 3, 17-20; 12, 36; 12, 46; The First Epistle of St. John, 2, 8- 
1; 5, 20; The Epistle to the Romans 13, 12; The First Epistle to 
the Thessalonians 5,5 and others). 
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To fol.42. ) 

1 The following fragment is the literal and modified Bor- 
rowing from John Chrysostom: Joannis Chrysostomi Expositio in 
psalmum XLI (PG 55, 156-157). 

2 No doubt, John Chrysostom had rendered it in a more 
concise and accurate way (both semantically and grammatically): 

"Ἐπεὶ οὖν οἰκείως ἡμῖν πρὸς "As our ἘΠ Ὶπ- 

τοῦτο ἔχει τὸ εἰδος τῆς inclination to this kind of self 

TEPWEOS ἢ ψυχῆ, vor μὴ, indulgence, so to prevent evil 

πορνικὰ ἄσματα Ot δαίμονες spirits, which spread licen- 

ee go ee tIOUS — SONgS aaa people, 
τρέπωσι, τοὺς wos LORE ἔπε- from destroying everything, 
τείχισεν ὁ Θεὸς, ὥστε ὁμοῦ God created psalms, for they 


καὶ ἡδονὴν τὸ πρᾶγμα καὶ are both pleasure and good. " 
ὠφέλειαν εἶναι" (ibid. 157) 


3 From here on a Citation from Basil the Great is 
inaccurately rendered: Basilii Magni Homilia in psalmum I (PG 
29 22129: 

4 Basil the Great (ibid. ) expresses it in a more definite way: 
"οἱ νεαροὶ τὸ ἦϑος" - “youths by disposition”. 

5 A new borrowing from Basil the Great (ibid., 213). 

6 Basil the Great has it as follows: "τὰ δὲ μετὰ τέρψεως καὶ 
χάριτος εἰσδυόμενα μονιμώτερόν πὼς ταῖς ψυχαῖς ἡμῶν ἑνίζανει" 
- "What is imbibed with delight and pleasure seems to remain in 
our souls”. 

7 No doubt, it is an interrogative sentence; however, no 
interrogation mark can be found either in RAJC 63, or in C and 
L. 

8 The second half of the V century. 

9 As is generally known, it is this very information that 
Theodoret of Cyrus (about 393 - about 466) gives in his 
"Historia ecclesiastica" (II 24, 8): "... Flavian and Diodorus, not 
yet devoted to their sacred service and still among the laymen, 
day and night inspired all people to piety. They were the first 
who divided the choirs of psalm chanters into two (διχῆ 
διελόντες) and who taught to sing the song of David in turn (ἔκ 
διαδοχῆς) ". However, by the evidence of Socrates (about 380- 
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450) chanting in two choirs had been introduced as far back as 
the turn of the 1-2 centuries by Ignatios, the Bishop of Antioch 
(Socratis Historia ecclesiastica VI 8): “Ignatius of Syrian Antioch, 
the third bishop after Paul the Apostle, who had _ been 
acquainted with the Apostles themselves, had a vision of angels 
praising the Holy Trinity with antiphonal hymns, and he 
introduced the way of chanting, which he beheld during his 
vision, into the Church of Antioch". 


To fol.42v. 

! Of course, the Russian word apemat»s (" dremat’ ") and its 
English equivalent "to slumber” are unlikely to render the 
meaning of ναρκάω ("I grow torpid; I grow numb"). In this very 
case, though, it is difficult to find any other verb which would 
not be at variance with the meaning of the Greek word and 
would correspond to the situation described in the text. 

2 Most likely, the following idea is stated here: to sing "by 
means of a cry” is to sing like those " who sing music”. It is not 
improbable that in that very case the word ἡ μουσική implied 
temporal, but not divine, music. For owing to its "artistic free- 
dom", which manifested itself in using various ways of musical 
expressiveness, this kind of music may have been interpteted as 
executed “by means of a cry", when separate pieces were liste- 
ned to. It would not be out of place to mention here the "sata- 
nic dances and meaningless shouts" (Aono. Kpavyat) which are 
described by the chronographer Georgios Kedrenos (Georgii 
Cedreni Historiarum compedium // PG 122, 68 B-C) or 
"meaningless yells" (Boat ἄτακτοι) mentioned in Canon 75 of 
the Sixth Oecumenical Council (see comment 6 to this folio). 
All these descriptions referred to non-sacred music and to that 
kind of singing which was considered "improper for church" 
(ibid., ) (for more details about it see: Tepyman E. Βμϑαητηῖῦ- 
CKoOe My3bIKO3HaHHe, 11-13). 

3 Of course, the word ἔμμουσα is not suitable here. As to the 
participle ἐμμέμουσα, there are doubts about it too. The trans- 
lation seems to have rendered the general meaning of the sen- 
tence rather than the literal one (therefore singularis ἐπὶ τῇ 
δυνάμει τῇ σῇ has not survived). 

4 See comment 6 to the given folio. 
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5 It would be interesting to know that in two successive 
sentences κανών is used in two meanings: in the first one as 
“establishment” and in the second one as a vocal genre of 
church music. It is conceivable that in this way the author 
intended to give the pupil some information about two semantic 
levels of one and the same term. 

However, it is not improbable that in reality things were not 
so complicated and the two meanings of the word "canon" were 
not distinguished in the author's mind. 

6 An almost exact citation from Canon 75 of the Sixth 
Oecumenical Council: 

"Τοὺς ἐπὶ τὸ ψάλλειν ἐν 
ταῖς Ἐκκλησίαις παραγι- 


"We wish that those who take 
part in church singing would not 


νομένους βουλόμεϑα, μῆτε 
βοαῖς ἀτάκτοις κεχρῆσϑαι, 
καὶ τὴν φύσιν πρὸς κραυγὴν 
ἐκβιάζεσϑαι, μῆτε τι ἐπιλέγειν 
τῶν μὴ τῇ Ἐκκλησία ἁρμο-- 
δίων τε καὶ οἰκείων ἀλλὰ 
μετὰ πολλῆς προσοχῆς καὶ 
κατανύξεως, τὰς ψαλμῷδίας 
προσάγειν τῷ τῶν κρυπτῶν 


use disorderly yells and would 
not force their nature to cry, nor 
should they sing anything impro- 
per or inappropriate for the 
Church, but they are to execute 
with great consideration and pie- 
ty the psalmodies in praise of the 
One who keeps the innermost - 
{in praise of] God". 


ἐφόρῷ Θεῷ" (Ράλλης K., 
Πότλης Μ. Σύνταγμα... Τ. 2, 
Αϑῆναι 1852, 478). 

But why does the author of our treatise ascribe this Canon to 
Saint Peter? Which Saint Peter is meant? I haven't yet found 
any answer to this question, which would satisfy me. I think 
there must be some misunderstanding here rather than a real 
historical evidence. 

7 Literally: "Do not violate your natural self”. 

8 It is undeniable that John Chrysostom is meant here. 

? An excerptum from "The Hagiopolites" (8), but by its form 
adjusted to the genre of "The Question-and-Answer Dialogue’. 
In Codex ancien fonds grec 360 the same is rendered in the 
following way: 


"Ἦσαν μὲν οὖν «μέλη» “Of course mele had existed 
καὶ πρὸ τοῦ γενέσϑαι τοὺς before echoi appeared, but they 
ἤχους, πλὴν &nya καὶ ἀνάρ- had been dull and discordant, 
μοστα, καὶ τὴν φύσιν πρὸς forcing human nature to cry and 
κραυγὴν καὶ βίαν ἐκβιάζοντα᾽ yell, which had been forbidden 
ἃ καὶ παρὰ τῶν ϑείων κανό- by the divine establishments". 
vav ἐκωλύϑησαν" (Raasted 
16). 

10 It is conceivable that the term καβάλλα denoted the signs 
of the most ancient notation, which had been widely used in 
Byzantium, even before the so-called "Palaeo-Byzantine” nota- 
tion, that is, before the X century. No traces of that notation 
have been discovered so far. However, I would like to venture a 
supposition about it: most likely, the matter under consideration 
here is either Ancient Greek notation, well-known at present, or 
some of its variations which had become a certain transitional 
historical stage linking Greek and Byzantine notations. Among 
the various arguments in favour of this supposition I would like 
to point out but a few. 

In "The Hagiopolites (11) the note signs of the Greek Lydios 
diatonic scale are given under the following title: "Τὰ δὲ ὀνόματα 
τῶν δεκαπέντε τῆς μουσικῆς καβαλλίων εἰσὶ ταῦτα" (Raasted 18) 
- "The names of fifteen kaballies of music are such". The next 
excerpt from “The Hagiopolites" (12) demonstrates that there 
was a period when the neumatic symbols of Byzantine notations 
proper ("Palaeo-Byzantine" or “Middle Byzantine") were 
explained with the help of "kaballies", for this term must have 
been known to the readers of manuscripts on musical theory 
more as ferminus technicus (and thus was more widely spread 
among musicians), than as σημάδια: 
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"Σημείωσαι ὧδε περὶ τό-- “Here it is necessary to ex- 
VOV ἁπλῶν καὶ συνϑέτων Kai plain simple and composite to- 
ὁποία δεῖ εἶναι τὰ κυρίως nes, which are, in fact, signs, 
σημάδια κατὰ μίμησιν τῶν like kaballies in music”. 
τῆς μουσικῆς καβαλλίων" 

(Raasted 20). 

It might be worth while to pay attention to the joint usage of 
two notions: that of "kaballia" and that of "perfect music" (ἡ 
τελεία μουσική) in RAIC 63. By the way, it should be noted that 
the similiar sentence is to be found in Codex Vaticanus Graecus 
872: "Πόσοι τόνοι εἰς τὸν ᾿Αγιοπολίτην, ὅσα κἀβάλια (sic) ἔχει ἢ 
τελεία μουσική; - Δῆλον ὅτι is’ " (Tardo 167) - "How many tones 
are there in “The Hagiopolites" [and] how many kaballies does 
the perfect music have? - Evidently, fifteen. " In the words, 
tones are the categories of church music connected with “The 
Hagiopolites", while kaballies refer to the domain of some 
"perfect" music. This may also serve as an evidence of "kaballies 
being part of ancient music and of Early Byzantine musical 
theory as well, the latter being none other than the Code of 
Ancient Greek musicological principles. Here the definition "to 
μέλος τέλειον" - “the perfect melos" - is very often found, see, 
for example: Anonymi Ars musicae 12,29 (Najock 5,9), Aristidis 
Quintiliani De musica I 4, I 12, 11 26 (Winnington-Ingram 4, 5, 
28, 30, 130) etc. In ancient musicology, however, in the absolute 
majority of cases μέλος was used as the synonym of ἡ μουσική; 
for more details about it see: Jepyman E. AHTMYHOe yyeHHe O 
Menloce // KpuTnka ἡ My3bIKO3HaHHe. Bpinyck 3. JlennMHTpal 
1987, 114-148. It is not improbable that the parallel] between 
καβαλλία and ἡ τελεία μουσική has resulted from the interaction 
of καβαλλία and τὸ μέλος τέλειον. These considerations do not 
sound too farfetched if one bears in mind the famous ancient 
"perfect system" (σύστημα τέλειον ἀμετάβολον). 

And why can't we assume that in the historical memory of 
the Byzantines, when the antipagan tendencies had been rep- 
laced by the admiration the culture of Ancient Hellas, Ancient 
Greek music was imprinted with a halo of "perfect music"? In 
any case, the connection between kaballies and the more 


598 


i aaa a 


ancient layers in music can hardly be denied (see also comment 
1 and 4 to fol.46). 

11 No doubt, there is an omission in RAJC 63, which can be 
easily restored by C and L (see footnote 41 to the corresponding 
place in the Greek text). This imperfection can be easily ac- 
counted for. The missing fragment is framed with τῶν γρα-- 
μμάτων, and it was through negligence that the scribe, having 
stopped on the first τῶν γραμμάτων, continued to write, begin- 
ning from the second one. 


To fol.43. 

1 In other words, with the oligon written above it, the syllable 
or the word in the manuscript sounds somewhat higher than the 
syllable or the word with the ison. In my translation I added "a 
little” in square brackets, because this very adverb not only 
determines the meaning of the term ὀλίγον, but also demon- 
strates that the interval, denoted by the oligon, “transfers” the 
voice only a little away from the pitch level set by the ison. 

2 The sign of oligon is supposed to have indicated not only 
raising by “one degree", but also executing a sound softly 
(legato-? ). 

3 ἀπόστροφος - literally: turned aside. 

4 Here the sign accentus acutus is undoubtedly implied; ὀξεία 
literally means "sharp". It should be beared in mind that the 
graphic shape of the oxeia also illustrates its "sharpness"; or 
rather: the name of the sign should be regarded as having 
resulted from specific features of its graphic representation. 

> It is undeniable that the description of the petasthe is based 
more on the moving cheironomic gesture than on the moveless 
form of the sign, drawn in the manuscript. True, the form of the 
petasthe neume resembles by its outlines the gesture of 
“unfolding” something. But a written sign cannot "unfold in- 
wards, and sometimes outwards". Only a living cheironomic ges- 
ture, which 1s to show a neume and draw its outlines with the 
hand, can do this. The proof of that observation can be found in 
Codex Constantinopolitanus 811 (fol.172): 


"τῆς δὲ πεταστῆς ἢ ἐτυ-- "The etymology of the ρε- 
μολογία, ἀπὸ τῆς χειρονομίας tasthe is taken from the cheiro- 
ἐλήφϑη, οἷονςεὶ γὰρ πετᾶται ἥ nomia, for the voice seems to be 
φωνὴ Kal κινεῖ τὴν χεῖρα ὡς floating and guiding the hand as 
πτέυργα" (Thibaut J. -B. Etu-_ if it were a wing”. 
de... 155). 

The same text is given to a word by Gabriel in his treatise 
(Gabriel, 60, 231-233). 

© No concrete musician is implied here, but some generalized 
abstract image of a musician, the creator of notation and cheiro- 
nomia the latter being closely connected with the former. 

7 No doubt, it is a decription of the form of the seisma neu- 
me. However, it is not clear yet what is meant by the statement 
that the seisma owes its name to its graphic shape being 
supplemented with the hyporroe. While according to Gabriel, 
the seisma (from the verb σείω - "I shake, I shatter") got its 
name because it "shakes and changes the voice" ("σείει γὰρ... καὶ 
κινεῖ τὴν φωνήν" - Gabriel 70, 354-356). To all appearances, this 
is a fragment of the text of RAJC 63, and of C and L as well, 
borrowed from some imperfect source. It contained the 
beginning of the etymology of the term ("Yeiopa καλεῖται διὰ 
τὸ") but it was left out for some unknown reason (most likely, 
through the scribe'’s negligence), and was replaced by the 
description of the seisma shape, when two bareiai were "“supple- 
mented with the hyporroe" ("tv ὑποῤῥοὴν προσλαμβάνειν"). 
This is how this text, so strange in its contents, appeared. 

As to the "worm" mentioned here, it is a popular comparison 
with the graphic shape of the hyporroe neume, which resembles 
a worm by its outlines. As first sight the appearance of "a moth’ 
beside "a worm" may seem irrelevant, but if one thinks of a 
“wormlike” shape of a moth larva, the comparison does not 
seem inapt. 

8 It is highly conceivable that in the first instance the shape 
of “omega” (ω), as if composed of two "“ypsilons” (υ + v) is 
implied, while in the second case the implication concerns the 
length of “omega”, which, as was generally accepted, corres- 
ponded to two short “omikrons" (o + o). 


600 


Re 


9 Here is a popular statement of two different sign situations: 
the hyporroe, as an independent sign, indicates the movement 
by two successively descending degrees, and the hyporroe as a 
component of the graphic shape of the seisma, is void of interval 
value. To make this differentiation clear to the pupil his 
attention is drawn to one of the Greek grammar primary rules 
according to which in the diphthongs, composed of long vowels 
a, ἢ, and ὦ with 1, the last one 15 not pronounced. 

Thus, semantic parallels are drawn between "the sounding” 
(that is, indicating an interval) independent hyporroe and "the 
sounding" (pronounced) independent “iota” on the one hand 
and between "the soundless" (not indicating an_ interval) 
hyporroe, as one of the seisma components, and “the soundless" 
(not pronounced) "subscript iota” (iota subscriptum) on the other. 
Such comparisons must have been quite fruitful since pupils of 
nearly every level of training were sufficiently familiar with the 
fundamentals of grammer. The visual comparison of the seisma 


\ : ! 
shape \ Mp and the outlines of the diphtongs (a, ἢ, w) helped 


pupils to understand the essence of the soundless hyporroe and 
the soundless iota. 

10 Most likely, we have here: either an attempt to explain the 
difference in the number of tones of the two different notation 
systems, or the echo of the once contrasted theoretical 
approaches to the sign system of one notation. 


To fol.43v. 

1 Notwithstanding that RAJC 63 and L give κείμενον and C 
gives κινούμενον, τόνου κινουμένου seems to be the most 
probable variant. 

2 As far as I know it is the only record of such signs and 
therefore their graphic shapes and value remain unknown. Even 
if one should assume that the first of them is the broppon written 
down in a peculiar way, that is broppdov, it would not clear up 
the meaning of &vappovv. Moreover, ὑποῤῥοή has never belon- 
ged to the group of spirits (let us remember the famous asser- 
tion: “The hyporroe is neither a spirit, nor a body". 

3 That is, without tones. 
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4 In the text it is τὸ χαμηλόν, see comment 17 to Greek 497. 

5 Unfortunately, the meaning of the comparison between five 
signs and five senses still remains enigmatic. It must have been 
used for training purposes only, so that by analogy with the five 
well-known senses the pupil could remember the five signs 
mentioned. 

6 ἄφωνα is an apparent error in RA/JC 63 because in the 
answer to follow it σημάδια ἔμφωνα is being considered. 

7 Here we have an obvious deviation from the rules of 
Middle Byzantine notation, where the kouphisma, the pelaston, 
the dyo kentemata and the dyo apostrophoi also refer to 
σημάδια ἔμφωνα. At the same time I am not inclined to think 
that this passage is an except of a very ancient source which 
contains the record of an earlier notation than the Middle 
Byzantine one. It must be reasonable to speak of an obvious 
misunderstanding which is still difficult to explain. The point 15 
that the dyo kentemata, omitted in the first list of interval signs, 
appear already in the answer to the next question. Can it be that 
9 is the number of the signs, that is the ison and eight bodies, 
into which 4 spirits had been erroneously included, and as a 
result some bodies did not get in the list? The variant readings of 
the questions (ἄφωνα or ἔμφωνα, see the preceding comment) 
may have been caused by an even more serious deviation from 
the text of the original than a mere distortion of a word. In any 
case, this place in the text is evidently spoiled. 

8 No doubt, the verb icopwveiv means “to have an equal 
interval" in the given context. However, for Byzantine musicians 
every “sounding” sign was associated with the interval indicated 
by it. Therefore in practice the signs, indicating equal intervals, 
may have been qualified as "homophonic". 

9 The kouphisma and pelaston are known to belong to 
“homophonic" and “ascending” signs as well. 


To fol.44. 

1 According to the pedagogical principle enunciated here it is 
demanded that the pupil should learn to record simultaneously 
not only sound pitch (intervals) but sound duration as well, and 
also dynamics, manner of execution and various ways of vocal 
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sound making, in short, everything that the great hypostases 
denote. 

2 No doubt, the diacritical signs above avave aves are no 
more than a tribute to the tradition of writing. In fact, however, 
this set of intoned syllables is void of grammatical organization, 
and thus cannot be regulated by accents and aspirations. 

3 See comment 34 to Greek 497. 

4 An abvious implication of the ison grafic shape ( @_ ). 


To fol.44y. 
| The translation of the phrase borrowed from the manu- 
scripts C and L (see footnote 19 to fol 44 v. of the Greek text). 


To fol.45. 

! It is highly conceivable that the reason of the discussion 
given here is rooted in the polysemantic character of the term 
φωνή (see comment 1 to Greek 497). For, regardless of the 
meaning implied (a sound, an interval, a degree of a scale or a 
“sounding” notografic sign), it was always expressed as φωνή both 
in the mouths of Greek musicians and in writing. Therefore 
those who listened to or read the exposition of musical theory 
principles could choose from the various meanings of φωνή. And 
indeed, the phrase "τὸ ἰσον οὐκ ἔχει φωνήν" could be interpreted 
in different ways: either “the ison has no phonation" or "the ison 
has no interval". It is not improbable that such situation added 
to misunderstanding. Moreover, in discussions the sense of the 
opponent's statement could be easily distorted at will. In Ancient 
Greek musicology the similar polysemy was characteristic of the 
term ὁ τόνος. As Aristides Quintillianus wrote: 

"Tovov δὴ κατὰ pov- "In music we use [the word] 
σικὴν καλοῦμεν τριχῶς. ἤ γὰρ tone" in three meanings: either 
ὅπερ τὴν τάσιν, ἤ μέγεϑος ποι-- 88 8 pitch, or as a sound interval, 
OV φωνῶς, οἷονῷ τὸ διὰ ε τοῦ like [the interval] by which the 
διὰ ὃ ὑπερέχει, ἤ τρόπον fifth is higher than the fourth; or 
συστηματικόν, οἷον λύδιον # Las] the regulated tonality, simi- 
φρύγιον" (De musica I 10, R. ar to the Lydios or the Phrygios 
Winnigton-Ingram 20). [tonalities] “. 
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But in Ancient Greece scholars, fearing lest their ideas should 
be misinterpreted, used to specify the meaning of a term in each 
case. This does not seem to be true of Byzantine musicians. 

2 This is my translation of μέλος κατὰ τάξιν here. 


To fol.45yv. 

| I decided in favour of the C variant: ota, because all 
manuscripts give singularis at the end of this sentence. 

2 No doubt, the manuscript τοῦ λόγου is wrong. It was L. 
Tardo who had noticed it long ago (219, comment.2), though J. 
-B. Thibaut (Thibaut J. -B. Traités..., 609) Jeft this phrase 
without any comment. There must be nothing else but τοῦ 
ὀλίγου here. 

3 It is clear why in RAIC 63 τούτου appeared instead of 
τοῦτο: the scribe, through negligence again, "had skipped over" 
from pronomen demonstrativum in accusativo (... ἐκφωνεῖσϑαι 
τοῦτο) to pronomen demonstrativum in genetivo (... ἐπάνω τούτου), 
the result being ἐκφωνεῖσϑαι τούτου. 

4 The author explains to the readers the difference between 
the two outwardly identical sign situations which are totally 
different, though, in their notografic value: the first situation is 
when the signs are placed one above the other, the result being 
the summation of interval values of each sign (for example, the 
oxeia above the ison); the second one is when the signs are 
placed one above the other and the upper one annuls the 
interval value of the lower one ("absence of phonation"). 

It is conceivable that the misunderstanding which occurred in 
this very case was also caused by two different meanings of the 
verb ὑποτάσσειν -"to subordinate” (that is, to annul the interval 
index of the sign, placed below) and "to be placed under” (then 
everything depended on which of the signs was above and which 
was below). 

This kind of polysemy also needed thorough explanation. 

> The fragment in angular brackets is missing in RAJC 63 but 
is to be found in L. It is a rather extensive catalogue of signs. 

6 Here one and the same sign designation is given both in 
neuter gender (“ison" - τὸ ἴσον) and in feminine gender (“ise" - ἢ 
ἴση). 
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7 The whole fragment of L is but a scribed list of sign names. 
While the source, from which this neume catalogue had been 
borrowed, contained the graphic shapes of neumes as well. 
Therefore ἕτερον implies the specific outline of the ison: either 
straight — , or crooked ¢— or \__, depending on which form of 
the sign came first. Here we are faced with more serious and 
important evidence of the text material consisting of multiple 
historical layers and including the examples of the earlier 
notation side by side with those of the later one; see: Floros C. 
Neumenkunde... 124-127; Palikarova Verdeil R. La Musique 
Byzantine..., 116,124, 128. 

8 It is not difficult to guess that this is a mistake in L, for 
μακρόν is an obvious antonym of ὀλίγον. So, in fact, there 
should have been μικρόν in the text. 

7 It is not improbable that in this place four graphic variants 
of the same sign were recorded. 

10 By analogy with the two heterogeneous terms, denoting 
the ison, the two heterogeneous terms for another sign are given 
here: in neuter gender (“elaphron" - τὸ ἐλαφρόν) and in feminine 
gender ("elaphre" - ἡ ἐλαφρή). 

11 One should not be confused by relativum pronomen 
neutrum (Ὁ) to be found right after the word in feminine gender 
(χαμηλή). Firstly, the manuscript source, from which this text 
had been scribed in ancient times, might have contained 
χαμηλὸν ὅ λέγεται καὶ χαμηλή. Secondly, it should be beared in 
mind that Greek musicians associated almost all names of 
notation signs with neuther gender: τὸ σῆμα, τὸ σημάδιον 
(exceptions being extremely rare: ἡ ὀξεῖα, ἡ βαρεῖα). Therefore, 
even the names which in common use were qualified as the 
words of feminine or masculine gender were not infrequently 
used in neuter gender in descriptions of notation). It would not 
take long to find an example of it. In the excerpt from L, the 
translation of which is appended to our publication of RAIC 63, 
besides the instance already mentioned χαμηλὴ 6 we find: 
κρατημοκατάβασμα 6..., οὐράνισμα, Etepov..., ϑεματισμὸς Eow..., 
ἕτερον... (but ὁ ϑεματισμός - Gabriel 68,331 and τὸ οὐράνισμα - 
ibid., 68,342). It is true, such “grammatical liberty" was often 
Stimulated by the comparatively low level of culture of those 
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who scribed musical manuscripts. They could be good 
professional musicans but it was by no means a pledge of their 
good knowledge of elementary grammar. 

12 The repeated set of three ἕτερον and ἄλλως should not be 
taken for the scribe's error. Taking but a few manuscripts as a 
basis, C. Floros (Neumenkunde..., 263) shows four variants of 
the uranisma graphic shape. Thus, it is not out of the ordinary 
that the theoretical treatise, which has summed up the long- 
existing practice of drawing the uranisma, should give six 
variants of it. 

13 The common character of the graphic representation and 
usage of the tromikon and the homalon has already been noted 
(Floros C. Neumenkunde..., 247-248). 

14 ς᾽ Floros (Neumenkunde..., 240) also gives three variants 
of the psephiston graphic shape. 

15 The author is likely to have intended to say that the signs 
are distinguished from each other among things by cheironomia. 
It is difficult to interpret this tautology ("... χειρονομίαι... ἐν τῇ 
yeipovopia") in any other way. 

16 θέσις This term was used to denote conjunction of 
different signs which gave some information about the 
corresponding interval, the length of a sound and the manner of 
its execution. Most likely, the term ϑέσις having been in 
common use for this purpose, was the simplified form of the 
initial σύνϑεσις. 

17 We have here an interesting explanation of the most 
important trend in the development of church music. As is 
know, in Biblical times musical instruments played an important 
role in the musical arrangement of divine services. They were 
also widely used in heathen rites. The latter circumstance was 
the main reason for the Eastern Christian Church to reject the 
“heathen” set of musical instruments completely. Therefore, 
some explanation had to be given of the fact that during the 
pre-Christian period various instruments, such as_ timbrels, 
auloses, kitharas and others, had been used in divine services, 
while sometimes later they were “expelled” from the church. In 
due course quite a few explanations have appeared and one of 
them is now commented on, given in the place of the treatise 
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published here. For all its naivete this explanation, on the one 
hand, gave some interpretation of the reasons of the great 
interest in musical instruments, and on the other hand, it 
suggested an idea to the reader that "The Papadike", a church 
book on music, supposedly had a long and centuries-old 
tradition which dated back as far as Biblical times. The author of 
the treatise claims that the book of "The Papadike” had been 
destroyed in the beginning of the Christian era and this deprived 
people of the knowledge how to praise God by music "properly". 
And this ignorance, in its turn, brought about mass enthusiasm 
for musical instruments. 

Such was the explanation of one of the most confused and 
dramatic periods in the history of music and, at the same time, 
the authority of the “The Papadike" as the most ancient source 
on musical science and learning was substantiated. 


To fol.46, 

1 It is no secret that neither John of Damascus, nor Cosmas 
of Maiuma, and by no means John Chrysostom had anything to 
do with creating notation system. It does not make improbable, 
through, that in the time of John of Damascus and Cosmas of 
Maiuma, and even as early as the time of John Chrysostom, a 
certain system of notography might have been used in the 
musical culture of Byzantine Church. The main problem is to 
understand: the signs of which notation system are named by the 
term τόνοι in the treatise published here. 

However, no factual proof has been found so far concerning 
the notation system used in Byzantine Church before the X 
century, that is, before the period which is considered to be the 
beginning of Palaeo-Byzantine notation system being widely 
practised, for the manuscripts which haved reached us and 
contain the variants of that notation system, are dated that very 
period. No doubt, this argument alone cannot be sufficient to 
prove that such interpretation of the starting period in the 
history of Byzantine notation is the only one possible. 

It is well known that during the stormy period of iconoclastic 
upheavals (726-843) a great number of manuscripts, among 
which there must have been a lot of musical manu.cripts, had 


been destroyed. Moreover, the fact Middle Byzantine notation 
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of the later historical period became widely spread everywhere 
did not favour the preservation of the more ancient manuscripts 
which a different notation system. And indeed, what was the 
reason to keep codexes with the long forgotten and out-of-use 
notation script? It should be added here that in spite of the 
superficial invariability of chanting repertoire of Byzantine 
Church, it was constantly being renewed. Invariable must have 
been the texts of psalms only, since the strict order of divine 
services demanded, as a rule, that only traditional texts should 
be chanted. But, the music of psalms, if intermittently, was 
renewed (think of the numerous musical pieces composed to the 
traditional texts by Byzantine and Post-Byzantine melourgs). 
This fact also had a certain influence on the fate of the manus- 
cripts containing the most ancient chants, which, on top of that, 
had been recorded in obsolete notation. They tended to become 
useless and therefore were not preserved. 

In other words, there existed enough reasons for the musical 
manuscripts, created before the Xth century, to be gradually 
lost. 

At the same time, it seems difficult to assume that Byzantine 
musical culture, highly developed as it was, could do without 
any notation system. Therefore one should not be very sceptical 
about the information given in the treatise about the notation 
system used before the time which has been generally accepted 
by modem science as the time of birth of Palaeo-Byzantine 
notation. The question is: what was that notation like? 

I give my considerations on this point, if in brief, in one of 
the parts (Chapter IV, § 1) of my book "Byzantine Musicology" 
(200-204), which is called “Ancient notation in Byzantium". The 
very title of this part shows clearly enough the main idea of my 
hypothesis. 

2 The indication πρὸς ἀνάμνησιν (for memory) cannot serve 
as an argument in favour of the fact that the text deals solely 
with Palaeo-Byzantine notation, which is considered to have 
been used but to remind of the already known works. The point 
is that in the absolute majority of cases Palaeo-Byzantine nota- 
tion signs indicated not so much the exact intervals (though such 
did exist), as their approximate value and movement direction - 
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upwards or downwards. Such notation signs gave no help in 
learning a new piece from the manuscript. They only made it 
possible to recollect the basic melodious lines of an once well- 
known chant. 

However, it should be noted that such features were charac- 
teristic of all ancient notation systems, not only of Palaeo- 
Byzantine one. For example, Ancient Greek notation was able 
to indicate rather precisely the sound pitch in musical system, 
but was helpless in describing the rhythmic movement of musical 
material. Hence, Ancient Greek notation script could only 
revive the once familiar melodic turns in one's ear-memoly. 

Therefore, πρὸς ἀνάμνησιν can be the evidence not only of 
Palaeo-Byzantine notation but of any notography, the sign 
system of which can render but approximately the main para- 
meters of the music performed. 

3 According to Ancient Greek sources, προσῷδία had existed 
as two roles in the musical life of the ancient world. First and 
foremost, it was a vocal genre with instrumental accom- 
paniment. Hesychius (Lexicon) writes that “prosody is a song 
accompanied by an instrument” (“npoowdia μετ ὀργάνου δή"); 
see also Pollucis Onomasticon TV 64. However, Hesychius also 
states that “prosodic |[melos] is a song which contains a hymn to 
God" (προσόδιον᾽ ᾧδὴ ὕμνον ϑεοῦ περιέχουσα"). It is natural 
that the second trend of prosody should have been developed in 
Byzantium (see: Du Cange. Glossarium..., 1257). It is highly 
conceivable that it is in this very sense that the term προσῳδία is 
used in our treatise. Unfortunately, it is not found in other 
Byzantine musical theory sources on musica practica, the only 
exception being the treatise by Gabriel (Gabriel, 60, 242 and 
245), where it is used as the definition of accent and prosodic 
Signs. , 

4 It is quite obvious that what is meant here is the notation 
Which records musical material both for the voice and for the 
instrument. Can it be another indirect evidence of Ancient 
Greek notation system still having been used in Byzantium after 
the fall of the ancient world (see the final part of comment 1 to 
the given folio of the manuscript)? Let us remember vocal and 
instrumental notation systems of Ancient Greece; see: Sachs C. 
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Die griechische Instrumentalnotenschrift//Zf MW 6, 1923-1924, 
289-301; idem. Die griechische Gesangsnotenschrift // Ibid.7, 
1924-1925, 1-5; idem. The history of Musical Instruments. New 
York, 1940, 131-135; idem. The Rise of Music in the Ancient 
World. New York 1943, 203-205. 

> According to L. Tardo (221, comment.3) Codex Docheiarius 
318 gives here: "Kai μενείτω ὀργῇ ἡ πολυλογία". Most probably, 
one should read here: " Kai μένει τῷ (Sic) ὀργῇ ἡ πολυλογία ”. 

6 It is quite evident that the cleaved lambda makes a line 
with a slope to the right (the oxeia) and to the left (the bareia). 

7 Only a very keen imagination can derive some variety of 
the ison from the outline of alpha (A, «). It would be more 
reasonable to speak of some confusion which took place here: 
instead of stating the source of the ison outlines, the text gives 
the letter "alpha", the "primacy" of which was identified with the 
"primacy" of the ison in the list of notographic signs. 

ὃ The superimposition of the oligon — and the elaphron ~\ 


forms the “upper part" £) of "theta" (©). 

9 The last three words - "τόνοι μετα μέλους" - are written in 
RAIC 63 as the subtitle of a small section which is apparently 
followed by a lacuna covering not only the end of the line but 
the next line as well. It is conceivable that in the manuscript 
source that lacuna was filled with the appropriate notographic 
signs. This supposition is proved by J. -B. Rebours who notes in 
the given place of the Jerusalem manuscript publication that 
"Τόνοι μετὰ μέλους" is a title of an exercise which occupies four 
lines (Rebours 306). 

10 Τὸ is true that in all the manuscripts I know, the text of 
this excerpt is obviously ruined and therefore any of its interp- 
retations would be impossible without a considerable “violation” 
of a large number of successive nouns. So my translation is no 
lucky exception in this respect. However, in spite of all its im- 
perfections, the variant J ("λέγονται δὲ καὶ μέλη <...? ... > τρία 
σημάδια, σώματα, σχήματα Kai δυνάμεις") seems to be the most 
verisimilar. 
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To fol.46v. 

1 It would not be too hard to see that this place in the text is 
also ruined since Byzantine musicology used ἄφωνα σμηάδια and 
had no idea of ἄφωνα σώματα. It is not improbable that the 
correct variant of the text should be as follows: "διότι ἄνευ τῶν 
τοιούτων ἐμφώνων σωμάτων τὰ ἔμφωνα πνεύματα ob κινοῦνται... ” 
("because without these sounding bodies the sounding spirits do 
not move... "). But I do not dare to insist on this variant and 
therefore have translated the text as given in the manuscript. 

2 I translated σχήματα as “representations”, based on the 
context of the fragment where σχήματο are signs indicating 
cheironomia and being founded on the representation of the 
shapes of the signs recorded in manuscripts by gestures. 

3 It is not out of place to recall here that in this sense 
δύναμις had been mentioned as far back as in the works of 
Aristoxenos (Elementa harmonica I, R. Da Rios, 42): "τῇ μὲν γὰρ 
ἀκοῇ κρίνομεν τὰ τῶν διαστημάτων μεγέϑη, τῇ δὲ διανοίᾳ 
ϑεωροῦμεν τὰς τούτων δυνάμεις" - "By ear do we tell the value of 
intervals, but by reason do we Judge about their meaning’; or 
(ibid., 11,59}: ' ὁρῶμεν γὰρ ὅτι νήτη μὲν καὶ μέση παρανήτης καὶ 
λιχανοῦ διαφέρει κατὰ τὴν δύναμιν καὶ πάλιν αὖ παρανήτη τε καὶ 
λιχανὸς τρίτης τε καὶ παρυπάτης" - “We see that neta and mesa 
differ in meaning from paranete and lichanos and their turn, 
paranete and lichanos [differ] from trite and paranete”. 

Of course, one cannot fail to realize how long is the 
historical distance between the time of Aristoxenos and that of 
creating the analysed treatise. Yet the regular studies of the Late 
Byzantine monuments of musical thery make it possible to state 
that in them δύναμις was occasionally used in the meaning of 
"sense", “meaning”. Thus, Gabriel (Gabriel, 66, 305-306) writes 
that "the kratema has the same meaning" ("my αὐτὴν δὲ δύναμιν 
ἔχει καὶ κράτημο") as the diple has. And Manuel Chrysaphes 
(Manuel Chrysaphes 58, 400-402) claims that "wishing to free the 
melos it {that is, from the second echos], the author places the 
phthora of the fourth echos and immediately annuls the value of 
“nenano" ("Sérov λῦσαι τὸ ταύτης μέλος ὁ ποιητὴς τίϑησαι τὴν τοῦ 
πάτον. ἤχου φϑορὰν καὶ svGbo περικόπτει τὴν δύναμιν τοῦ 
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4 ἄφωνοι τόνοι is the same nonsense as ἄφωνα σώματα is. It is 
not improbable that ἄφωνα σημάδια should have been found 
here, for in Codex Lavra 1656 the list of the great hypostases 
does begin somewhat below (see comment 5 to  fol.41). 
Moreover, the definitions gives to these signs (ovv9eto1, 
σύνδεσμοι, σύμπλοκοι... ) may well prove this point of view. 

However, occasionally σώματα are to be found among them 
which is just another proof of this passage having been spoiled 
like the previous one (sce comment | to this folio). 

> The text taken in anegular brackets is the translation of a 
fragment from Codex Lavra 1656, because this sign catalogue 15 
missing in Codex Jerusalimitanus 332 and in RAIC 63 (except . 
three last signs). Judging by the publication of J. -B. Rebours, 
instead of a simple list of signs, Codex Jerusalimitanus 332 gives 
their table (Rebours 307). 

6 In RAIC 63 some lines are "misplaced": first, the title is 
given (" Ἑτέρα ἑρμηνεία tod αὐτοῦ ποιητοῦ") and then goes the 
line containing last titles of the sign catalogue (ἡμαργόν 
τρεμουλικόν, τζάκισμα) and belonging to the preceding section 
but not to the succeeding one. J. -B. Rebours never mentioned 
the fact that this subtitle was to be found in Codex 
Jerusalimitanus 332. 

7 This fragment is to explain to the reader the different 
meanings of the dyo apostrophoi sign. If used as a "“soundless 
sign’, it loses its interval value and acts as the descending 
movement of a melodic line only as the indication of duration 
(in Middle Byzantine notation it is double χρόνος πρῶτος). If the 
dyo apostrophoi functions as an interval sign, it indicates the 
descending second. However, two successive apoosrtophoi, 
which may seem "the dyo apostrophoi" to the untrained eye, 
imply singing of two descending seconds. Therefore, it is 
clarified in the text that "the one who is apostrophizing has two 
intervals" while the real dyo apostrophoi have one. 


To fol.47. 
l κοῦφος - "light". 
2 τζακιζεῖν can be translated as "to break out", "to spread". 
3 To put it in a different way: the words, given in the 
manuscript under the sign of parakletike. 
612 
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4 παρακλητικός “appealing, compelling”. 

> That is, pSopa “destroying”. It is true that our contem- 
porary reader may find it strange that the phthora should have 
its own melos. For it is well known that a sign of modulation 
cannot have its own phonation. It can only signal to those who 
sing from music manuscripts that in a certain place of the chant 
there is a modulation into another echos. However, one should 
bear in mind that for Byzantine musicians each notographic sign 
which had a certain sign setting was not only ἃ theoretical 
abstraction but marked a special sounding (melos). Therefore, 
when we find in the text that even the phthora had its own 
melos, it is not only the result of the generally accepted 
approach to any notation sign, but also the wish to attract the 
reader's attention to the sounding (melos) of a modulation shift. 

6 Another “obscure” passage. It is not hard to guess that 
Byzantine musicians associated the name of the sign "“thema" 
(ϑέμα) with the “basis” and the simplicity (of execution? of 
soundmaking? ) inseparable from the latter. However, the details 
of the phenomenon described in the text are not clear enough. 
What isthe simple thesis"? For even the most “simple thesis" is a 
conjuction of no less than two sign denoting either similar or 
different aspects of the musical material. That is ‘simple 
cheironomia" and in what way does it differ from the “comp- 
licated" one? That is this "feeling of thema"? Can it be that the 
beginning of this paragraph (ὡσαύτως καὶ τὸ Sépa... ) was 
spoiled? It is highly probable that the name of the other sign 
preceded τὸ ϑέμα ἁπλοῦν. If this is really so, then variant J (to 
χέρι) is out of the question. Maybe, the version of RAIC 63 is 
more probable? Then, of course, it is τὸ χαιρετισμός but not τὸ 
χαίροις. However, all this is still to be verified. 

7 According to J. -B. Rebours (Rebours 308), this phrase in 
Codex Jerusalimitanus 332 is followed by an exercise. Unfor- 
tunately, he says nothing about the contents of the exercise. 
However, L. Tardo (224, comment.8) writes that in this very 
place of Codex Lavra 1656 one can find a table of signs, which 
indicates a series of ascending and descending sounds, very 
similar to the one in Codex Barberinus Graecus 300 (ibid., 153- 
154), that is the table which is an integral part of any protheory 
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and which is composed according to the principle of gradually 
increasing the interval time: up and down from the unison to the 
octave. 

Hence, αἱ φωναί should have been translated as "intervals" 
here. But it is only from our viewpoint that this table can be 
considered the list of intervals. For we are used to a different 
type of notation where ascending and descending sound se- 
quences are displayed in a different way in writing. When seeing 
the complex of interval notation signs, we estimate each sign or 
thesis separately, thus considering ascending and descending 
sequences of signs no more than the result of interval indices. 
But Greek musicians, brought up on the interval notation 
system, saw everything the other way round. In the notography 
of an exercise they saw the ascending and descending sound 
movements recorded by means of widening and narrowing 
interval values. From this standpoint the sentence from Codex 
Jerusalimitanus 332 - "εἶτα ἄρχονται αἱ φωναί" - should be 
translated as “then sounds begin”. 

8 I would like to remind here that the comparison of the 
number of music signs with the number of planets is centuries- 
old. It was as far back as the II century when Nicomachus 
wrote: 


"Ta μὲν οὖν ὀνόματα τῶν "It is just that the names of 
φϑόγγων ἀπὸ τῶν κατ᾽ οὐρανὸν sounds take their origin from the 
ἰόντων ἑπτὰ ἀστέρων καὶ τὴν Stars moving and wandering ac- 
γῆν περιπολευόντων πιϑανὸν Toss the sky and from the Earth’. 
ὠνομάσϑαι" (Nicomachi En- 
chiridion 3, Jan 241). 


The same idea is to be found in the work of Aristides 
Quintillianus when he gives us the viewpoint of the ancients: 


"τὴν δὲ ἐννεάδα μου-- "They called [number] nine 
σικὴν ἐκάλουν... «διὰ τὸ» τὴν music... because harmony and 
τοῦ παντὸς ἁρμονίαν te καὶ circulation of the Universe cor- 
περιφορὰν ἐς τοσοῦτον συμ-ὀ respond to the same number - 7 
βαίνειν τὸν ἀριϑμὸν ἑπτὰ μὲν planets and 2 spheres, called 
πλανητῶν, δυεῖν δὲ τῆς τε motionless and constant”. 
anAavods σφαίρας Kal τῆς 
μενούσης ὀνομαζομένων" (Ari- 

Stidis Quintiniani De musica 
UT 6, R. Winnington-Ingram 
102). 


More evidence could have been given to prove that number 7 
had been rather popular in explaining different phenomena of 
Nature and human activity. Yet I would like to cite but one of 
such examples, borrowed from Theon of Smyrna (II c. ), which 
shows the variety of domains supposedly regulated by the mules 
expressed by number 7: 


"Τὸ γοῦν βρέφος δοκεῖ 
τελειοῦσϑαι ἐν ἑπτὰ ἑβδο-- 
t ¢ ‘ ™ ὃν ae 
HOGI, ὡς Ἐμπεδοκλῆς ativia 
ττεται ἐν τοῖς Καϑαρμοῖς.... 
γόνιμα δὲ γίνεσϑαι ἐν ἑπτὰ 
μησὶ, γενόμενα δὲ ἐν ἑπτὰ 
\ > - a f 
μησῖν ὁδοντοφυεῖν, ἐκβάλλειν 
τε τοὺς ὀδόντας ἐν ἑπτὰ ἔτεσι. 
σπέρμα δὲ καὶ ἥβη ἐν δεντέρᾳ 
€ f * td \ € 3 Ud 
εβδομαδι γένει δὲ ὡς ἕπιπαν 
ἐν τρίτῃ καὶ τὴν εἰς μῆκος 
"ἢ ὼ ¢ ‘ ) 
avenv ἀπολαμβᾶνει, τὴν ὃ 
εἰς πλάτος ἐν τετάρτῃ ἑβδο-- 
μάδι. αἴ τε κρίσεις τῶν νόσων 
ἐφ᾿ ἡμέρας ἑπτά, καὶ βαρυ-- 
τέρα κατὰ πάντας τοὺς περι-- 
οδικοὺς πυρετοὺς εἰς τὴν ἐβ-- 
δόμην ἀἁπαντᾷ..., τὸ τε πλῆϑος 
τῶν πλανωμένων ἑπτὰ καὶ 
ἀπὸ ἰσημερίας ἐπὶ ἰσημερίαν 
μῆνες ἑπτὰ καὶ πόροι δὲ 
κεφαλῆς ἑπτά καὶ σπλάγχνα 
ἑπτά, γλῶσσα, καρδία, πνεύ-- 
μων, ἥπαρ, σπλὴν, νεφροὶ δύο" 
(Theonis Smyrnaei Expositio..., 
E. Hiller 104). 
2 While reading this passage 


a : 


"It is highly probable that the 
embryo [of the man] is being 
formed during 7 weeks, as Em- 
pedocles hints in his “Expia- 
tions”... In 7 months a viable 
child is [not infrequently} born. 7 
months later he is teething, and 
by the age of 7 years old most of 
his teeth have grown. Semen and 
potency of youth [develop] du- 
ring the next 7 [years], while 
beard usually [grows] during the 
third period of 7 years and it is 
[by that time when the man] has 
stopped to grow, and in his 
fourth 7-year period [he reaches 
his] usual corpulence. The crises 
of illnesses [are over] in 7 days. 
The worst of fever attacks falls 
on the seventh day... There are 7 
planets. There are 7 months from 
one equinox to the other. [There 
are] 7 foramina on the head and 
7 basic internal organs: tongue, 
heart, lungs, liver, spleen and 
two kidneys’. 


one gets the impression that the 


term ἶσον to be found in the text denotes not only the sign of 
the ison proper (" what to start with ") but also the phenomenon 
which in manuscripts is called τὸ tooxpa&tnpa (literally: " 
retaining the ison “), that is, the execution by the first part of 
the choir of a certain prolonged sound, the latter being the 
background for a melodic line, sung by the other part of the 
choir (see: Στάϑης Ip. Oi ἀναγραμματισμοι... 32,36-37, see also 
comment 4 to fol. 50 v. ). It is generally known that as far back 
as in the XIVth century manuscript remarks concerning " ison 
chanting " were to be found. For example, in one of the 
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manuscripts of the Monastery of Koutloumous (Codex 
Kutlumusius 457), dated by the second half of the XIV century, 
it is recorded on fol.6: " Ἐνταῦϑα ἄρχεται ὁ δεξιὸς χορός, ἴσα 
καὶ ἀργά, οἱ ὅλοι ὁμοῦ- πλ. 8 ' "Πάντα ἐν σοφίᾳ". On fol. 104 v. 
of the same manuscript it is stated: "Εἶτα ἠχίζει ὁ δομέστικος καὶ 
ψάλλουσι ἕξω ὅλοι τοῦτο, οὕτως ἀργὰ καὶ ἴσα- [ἦχος] β' "Δόξα Ev 
ὑψίστοις Θεῷ" (Ibid., 36 - 37). It is not very hard to conclude 
that such chanting had been pracrised long before it was 
recorded on the folios of manuscripts. 

To all appearances, τὸ ἰσοκράτημα is implied in the place 
commented. 

And indeed, can there be any other way of interpreting the 
simultaneous narration about the seven basic sounds of musical 
system and about the ison? If it is stated in the text that together 
with 7 sounds there exists the ison, then it is clear that it 1s the 
ison which represents the eighth sound, embodying its identity 
with the first sound from the standpoint of mode tonality. 
However, the first sentence of the passage, clear as it is in 
meaning ("Together with the equality, that is, with the ison, 
[they] are eight ") is followed by a question ("ἢ How? ") which in 
its turn is followed by an unexpected explanation, which has 
nothing to do with the previous sentence, and the ison here is 
interpreted as a notographic symbol which 15 to be placed at the 
beginning of any chant. Thus, a " seam " appears in the text, 
which seems to be the result of a rough welding of two different 
texts. 

10 See commentary 12 to fol. 41 v. 

11 This sentence is certain to be the title of the exercise to 
follow. No more than a hardly discernible trace of it is to be 
found in RA/JC 63, which is, in fact, a small lacuna (line 31) 
from the beginning of the sentence to the title of the next 
section of the treatise (“The Division of Music "). In the 
publication of Codex Lavra 1656 by L. Tardo this sentence is 
missing too, nor is the exercise mentioned (see: Tardo 225). J. - 
B. Rebours, though, notes that in Codex Jerusalimitanus 332 in 
this very place there 1s an exercise " sur les voix ascendantes et 
descendantes " (Rebours 309). Yet it is not clear what is the 
difference between this exercise and the one mentioned above in 
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connection with the Jerusalem manuscript (see comment 7 to 
the given folio). 


[2 


τερετισμός OF τερέτισμα is a vocal genre which has deep 
roots. Its name comes from the verb τερετίζειν " to chirp like a 
swallow or to make sounds imitating " the song " of a cricket ”. 
This genre was widely spread in Ancient Greece. Hesychius 
(Lexicon) says about it: " tepeticopata-: Sal anatnral, τὰ τῆς 
κιϑάρας κρούματα Kal TH τῶν τεττίγων ἄσματα" ("teretismata are 
false songs: pieces for kithara and songs of crickets) or 
"tepetiCovta: λαλοῦντα ἐκ μεταφορᾶς τῆς χελιδόνος" (" teretizing 
are those who twitter like swallows do "). Unfortunately, no 
detauled descriptions of ancient teretismata have survived. But 
judging by the evidence of Early Byzantine and Late Byzantine 
special sources, reproducing the ancient tradition, this genre was 
characterized by ornamentation, intonations and grace-notes 
(see: Anonyma De musica scripta Bellermanniana, D. Najock 4, 
28, 29; Manuel Bryennius. The Harmonic..., G. Jonker, 308, 
312). In Christian era the name τερετισμός was applied to 
another vocal genre, known as τὸ κρατήμα. 


.3 The exact name is ἡ χοραὐλητική: the combination of 
χορός (choir) and ἡ αὐλητική (the art of playing the aulos). In 
Ancient Greece chorauletike was the name for the art of 
accompanying choral singing by playing the aulos. 


To fol.47v. 
Such subdivision of music was known: as far back as in 


Ancient Greece. For example, Plato was thought to have 
subdivided music in the following way: 


Ι 


Ἧς 


Η μουσικὴ εἷς τρία 
διαιρεῖται ἔστι γὰρ ἡ μὲν διὰ 
τοῦ στόματος μόνον, οἷον ἥ 
ᾧδη δεύτερον δὲ διὰ τοῦ 
στόματος καὶ τῶν χειρῶν, 
οἷον ἥ κιϑαρῳδία τρίτον ἀπὸ 
τῶν χειρῶν μόνων, οἷον ἣ 
κιϑαριστική τῆς ἄρα μουσι- 
κῆς ἐστι τὸ μὲν ἀπὸ τοῦ 
στόματος μόνον, τὸ ὃ ἀπὸ 


<<. ---ΞϑΞΘΞΖΡ eee 


"Music is divided into three 
[kinds]: one is for the mouth 
only, like a song is; another one 
is for the mouth and hands, such 
as kitharodia; and the third one 
fis] for hands only, such as 
kitharistike. Thus, one [kind] of 
music is for the mouth only, the 
second is for the mouth and 
hands, and the third one 15 for 


τοῦ στόματος καὶ τῶν χειρῶν, hands’. 
τὸ ὃ ἀπὸ τῶν χειρῶν" 

(Diogenis Laertii De clarorum 
philosophorum _ vitis..., ©. 

Cobet 87-88). 

2 As is known, according to the ancient myth, the first lyre 
had been made of sheep's intestines, drawn on a turtle’s shell (ὁ 
ϑώραξ). The skin of animals was also used for making various 
musical instruments. 

3 [It is not improbable that we have here a tentative 
description of one of the most important cheironomic gestures, 
executed to communicate the sound phenomenon of music, 
which in manuscripts was recorded as the ison, to chanters. 

4 This Miletios echos brought a lot of troubles to the first 
researchers of the treatise commented here. The tradition of 
giving " national” and "tribal" names (Lydios, Phrygios, Dorios 
etc. ) to mode tonality formations is known to have originated in 
Ancient Greece. However, none (! ) of the ancient special 
sources which have survived mentions "the harmony of Miletus”. 

Guillome Villoteau, seeing the record of " the Miletios echos" 
in the manuscript, took it for a mistake. For a European, 
brought up on the classic theory of music, to make this kind of 
conclusion was only natural. G. Villoteau immediately started to 
search for the cause of the “ mistake " he had discovered. He 
saw it in some evolution (no doubt, invented by himself) of 
pronouncing the adjective μιξολύδιος (Mixolydios) which had 
been used by the Ancient Greeks as a name for one of mode 
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tonalities of their musical system. He claimed that at first owing 
to the loss of the letter (syncope) &, they had pronounced 
μιλύδιος (? ) instead of μιξολύδιος, which resulted in μιλήσιος 
(Miletios), as if due to palatalyzation of δ. But since Ὁ. 
Villoteau was convinced that the name of a plagal echos always 
consisted of the name of a basic one plus prefix ὑπό, to prove 
his hypothesis he did not hesitate to " revise " the text of the 
original, translating the phrase "Ex Μιλήτου ὁ μιλήσιος ὃ 8S καὶ 
ἐξ αὑτοῦ ὁ πλάγιος τοῦ τετάρτου" as "Le milésien est venu de 
Milet; de celui-ci s'est formé I'hypomilesien “ (Villoteau G. Op. 
cit., 812), which means " The Miletios echos had come from 
Miletus and the latter gave rise to the Hypomiletios [echos] ". 
Such, according to G. Villoteau, must have been the real text of 
the Greek manuscript with the mistake corrected. 

Another attempt of unravelling the secret of the Miletios 
echos made by J. -B. Rebours turned out to be even more inte- 
resting.. In one of his comments on the publication of Jerusalem 
manuscript he reminded the readers that " Miletus had been the 
greatest centre of Hellenic civilization long before Athens; thus, 
it is Only natural that the great city considered it an honour to 
have its own system of music like Phrygia, Lydia and its other 
neighbours. We would have been obliged to accept this hypo- 
thesis if in some other treatises the Miletios tonality had been 
recorded as well. Unfortunately, this name is to be found only 
in the passage cited above. Yet this evidence is not sufficient to 
accept it completely " (Rebours 9). 

Whatever reason there is the viewpoint of J. -B. Rebours will 
be discussed in the next comment. And here it should be noted 
that his last statement is wrong, since the present treatise is not 
the only Byzantine source on musical theory where the echos of 
Miletus is recorded. Thus, in the work of Gabriel (Gabriel, 74, 


411 - 414) the following words of great importance are to be 
found: 
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“Ὁ δὲ τέταρτος καλεῖται "The fourth [echos] is called 
μιξολύδιος᾽ τινὲς δὲ τοῦτον Mixolydios. Some called it so. 
οὕτως ὠνόμασαν, ἐγὼ δὲ λέγω But I call [11] Miletios, for its 
μιλήτιός ἐστιν, ὅτι ἐν τῇ melos was popular to Miletus". 
Μιλήτῳ ἐπλεόναζε τὸ τοῦδε 
μέλος" 

Reading this passage, one should bear in mind that Gabriel's 
view as well as the terminology of the present text being 
considered by us, could not appear ex nihilo. Hence, that must 
have been a certain trend in Byzantine musicology, the sources 
of which are most likely to be traced as far back as Early 
Byzantine period. 

5 Such point of view was widely spread not only in 
Byzantium but in late antiquity as well. It had resulted from the 
peculiar interpretation of the phenomena of archaic musical art 
and the evidence of it. However, in reality the essence of the 
matter seems to have been somewhat different. I gave the 
detailed account of my views on this problem, which are at 
variance with the generally accepted ones, in my books: 3aneB 
ThIctueneTHH. JlonyniapHble OYepKH MY3bIKANIbHOW ΚΥΠΡΤΥΡΡΙ 
Πρεβηθῦ Tpeunu u Jipepuero Puma (Β neyaTu); Bosunii. O 
MY3bBIKAJIbHOM ycTaHoBeHHM. WUccnegopaHve, Mepespol ἡ 
KOMMeHTAapHH (B TedaTH). 

The culture of many Greek tribes and " barbaric " peoples 
was associated in the imagination of the Greeks themselves with 
some peculiar art and with special musical styles, in particular. 
Those styles were represented by various Dorios, Ionic, Aeolic, 
Phrygios and Lydios mele, that is, by songs, musical accom- 
paniment of dances, instrumental music etc. Sometimes they 
were called “harmonies” (ἁρμονίαι), which implied special styles, 
the mele of different tribes and peoples naturally embodying the 
specific images reflecting the life of a certain nation. 

It is well known that in ancient times the sound register of a 
certain image was very important for its emotional perception. 
Therefore, various national mele and harmonies were executed 
in corresponding registers, which depended on the special 
features of images. Thus, for example, the valiant and heroic 
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songs and embaterioi (marches) of the Dorians always sounded 
in low register, while Lydian dirges were mostly sung in high 
register. But no means it implied of course that Dorian music 
had only low register and Lydian music sounded solely in high 
register. It is just the most characteristic tendency connected 
with the meaning of musical images and special features of the 
ancient ear perception of various registers that is considered 
here. In any case, the Ancient Greeks thought that the strict and 
heroic music of the Dorians and its ethos (ἦϑος) were in- 
separable from the low sound register, while the dirges and love 
songs of the Lydians were always executed in high register. 

In due course it was on the basis of this specific feature of 
the ancient artistic life that the system of tonalities was created, 
where each name, such as "Dorios", “"Phrygios", “Lydios” and the 
like, was correlated with some sound pitch level of mode 
organization. The tonality system, thus formed, became widely 
spread and was deeply rooted in the memory of numerous 
generations. As a result, after the lapse of a long historical 
period, the causes which had brought about that system were 
effaced from the memory of descendants and the necessity of its 
interpretation could not but arise. It was then that the famous- 
to-be conception appeared, according to which the Dorian 
mode tonality (ἁρμονία, τόνος, τρόπος) prevailed in the life of 
the Dorians, while the Phrygian mode tonality prevailed with the 
Phrygians, and with the Lydians it was the Lydian one. 
Irrelevant as it is, this point of view had been sustained for many 
centuries. 

However, if we return to its roots, that is, to the real 
situation in art, which gave an impulse to the creation of the 
tonality theoretical system, then the hypothesis of J. -B. Rebours 
looks quite probable (see the previous comment). 

And indeed, not only Dorian, Phrygian and other "national" 
harmonies (that is, styles) and mele existed in musical life of 
Ancient Greece. It would be relevant to mention here about the 
record of "provincial" styles: Beotian (Aristophanis Acharnenses 
13 - 14) or "Pamphylian" (" Παμφύλων τρόπον" - Philostrati Vita 
Apollonii... 1 30). Hence, it would be not unreasonable to assume 
that there might have existed "city" harmonies (or styles), for 


622 


———=_————EEEEEEEEEEII ΤΠ τ! τὲ το 


example, the style of Miletus, or "Miletios”. This adjective might 
well have been used to define the music style of Miletus, the 
native city of Timotheos (about 450 - 360 B. C. ), the great 
musician and dithirambist of Ancient Greece. 

At the same time it is not quite clear why the legend about 
the Miletios melos was overlooked by the authors of special 
treatises on music. Maybe, it had originated during the decline 
of the Ancient World or at the dawn of Byzantine epoch? No 
answers have been found to these questions so far. Therefore, it 
is small wonder that contemporary commentators keep silent 
about the Miletios echos in any source; see, for example: Tardo 
226; Hannick Ch. und Wolfram G. Komminentar// Gabriel 
Hieromonachos 124 - 125. 

6 The identification of the Alexandria scholar Claudius 
Ptolemaeus (83 - 161) with any fifteen Ptolemies, ruling in 
Egypt from 305 till 30 B. C., is a long-standing delusion. 
According to some researchers the version of Claudius 
Ptolemaeus’ royal origin had been put forward by an anonymous 
scribe of the works of the famous physicion, anatomyst and 
physiologist Claudius Galen (129 - 199). That scribe was thought 
to have written “the tsar of Egypt" after the name Ptolemy. 
According to another version, Ptolemy was born in Ptolemaide 
of Hermia (Upper Egypt) and, as it was popular in those days, 
got a nickname by his birthplace: Claudius of Ptolemaide. As the 
name of Ptolemies had grown very popular, Claudius of 
Ptolemaide began to be recorded as Claudius Ptolemaeus (for 
more details see: Bponumman B. A. Κπαβπμῆ Πτοπομεΐ. Mocksa 
1988, 12). While in the given treatise the confusion can be 
accounted for not only by the tradition of considering Ptolemy 
the scholar and Ptolemy the tsar to be one and the same person, 
but also by the fact that in Ptolemy's “Harmonicas” the ancient 
tonality system is given, the terminology of which is identical to 
the names used in the system of echoi (that is, Dorios, Phrygios 
etc. Ὁ 

In his time J. -B. Rebours made a suggestion that the author 
of the present treatise must have mistaken Claudius Ptolemaeus 
for one of the reigning Ptolemies who, for his love of aulos, got 
the nickname of Ptolemy-Auletos (Rebours 9, comment 2). This 
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hypothesis has no grounds whatever. It is possible to draw a 
parallel between the theory of oktoechos and the system of 
tonalities given in the work of Claudius Ptolemaeus; while the 
paralle] between Claudius Ptolemaeus the scholar and Ptolemy 
the tsar of Egypt, keen on playing the aulos and, most likely, 
unaware of any musical theory, is sure to be far-fetched, being 
supported by their common nickname only. 


To fol.48. 
| In the famous Codex Ancien fonds grec 360 the same inter- 
pretation is given as follows (Raasted J. The Hagiopolites 9): 


" "Αγιοπολίτης λέγεται τὸ "The book is called “The 
βιβλίον, ἐπειδὴ περιέχει, Hagiopolites" since it contains 
ἁγίων τινων καὶ ἀσκητῶν βίῳ <...2 > of some saints and 
διαλαμράντων <... > ἐν τῇ ascetics, known for their life in 
a<yia> πόλει τῶν ἼἽεροσο- the Holy City of Jerusalem, 
λύμων, συγεγράματα; napa [written -? ] by the poets 
τε τοῦ κυροῦ Κοσμᾶ καὶ τοῦ Cosmas [of Maiuma] and John 
κυροῦ Ἰωάννου tod Δαμασ-- of Damascus”. 
κηνοῦ τῶν ποιητῶν". 


2 As a rule, in Greek special literary sources this principle is 
stated by means of genetivus possessivus: 6 μέσος a” ἤχου, ὁ 
μέσος βοὺ ἤχου... 

3 It has long been accepted that ἄσμα here is a secular song, 
while "The Hagiopolites” is the embodiment of sacred canticles. 
J. -B. Rebours seems to have been the first to suggest this idea 
(Rebours 10, comment 2). In any case, it was from his works 
that this point of view found its way into the later works: 
Thibaut J. -B. Monuments... 58; Wellesz E. Die Kirchenmusik 
im byzantinischen Kirche, 97; Wachsmann K. Untersuchungen 
Zum vorgregorianischen Gesang, 84. The correctness of such 
interpretation of Gopa was called into question by R. Schlétterer 
(Schictterer R. Die kirchenmusikalische Terminologie der 
griechischen Kirchenvater, 48). However, at present this 
question cannot be solved one way, since the fact of dopa 
having been used in the text of “The Hagiopolites" gives every 
reason to make two opposite conclusions. 
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In one of the excerpts of "The Hagiopolites” it is written: 


"Τὰ pean ἤ ἁπλῶς ἤ 
κατὰ σύγκρασιν κρουμένων 
τῶν φϑόγγων ἐξηχεῖται ἡ δὲ 
σύγκρασις γίνεται συμφώνων ἥ 
διαφώνων κρουμένων. καὶ τὴν 
μέν τῶν διαφώνων σύγκρασιν 
φρᾶγμα καλοῦσι, τὴν δὲ τῶν 
συμφώνων συμφωνίαν᾽ 
λαμβάνεται ἐπὶ μέν τῶν 
μάτων κρᾶσις μόνη σύμφωνος, 
ἐπὶ δὲ τῶν μελῶν ἀμφότερα". - 


"Mele are either executed by 
[the voice], or are the result of 
instrumental sounds _ blending 
together. This blending is formed 
either of consonant or of dis- 
sonant instrumental sounds. The 
blending of dissonant [sounds] is 
called “phragma" and that of 
consonant sounds is called con- 
sonance. And ἢ songs only 
consonance is used, while in 
mele - both [combinations]." 


It results from this passage (as concerns φρᾶγμα see: Vincent. 


Notice... 


260 - 261; Raasted J. The Hagiopolites 80 - 81) that 


Gopa and μέλος do not belong to church chants, for in both 
cases they were accompanied by musical instruments. And jt is 
generally known that the chants of the Eastern Church were not 
accompanied by any musical instruments. 


At the same time, 


another extensive excerpt from “The 


Hagiopolites" (6, Raasted 14) gives the information which brings 
forth the conclusion different from the one mentioned above: 


40 3anaa ᾿" 2443 
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"Οἱ μὲν οὖν τὲσσαρεις 
πρῶτοι οὐκ ἐξ ἄλλων τινων 
ἀλλ ἐξ αὐτῶν γίνονται. οἱ δὲ 
τέσσαρεις δεύτεροι, ἤγουν οἱ 
πλάγιοι, ὁ μὲν πλάγιος πρῶτος 
ἐκ τῆς ὑπορροῆς τοῦ πρώτου 
γέγονε. καὶ ἀπὸ τῆς ὑπορροῆς 
τοῦ πληρώματος τοῦ δευτέρου 
γέγονεν ὁ πλάγιος δευτέρου᾽ 
ὡς ἐπὶ τὸ πλεῖστον δὲ καὶ τὰ 
πληρώματα τοῦ δευτέρου «εἰς 
τὸν πλάγιον δευτέρου» τελειοῖ. 
ὁ βαρὺς ὁμοίως καὶ ἀπὸ τοῦ 
τρίτου καὶ γὰρ εἷς TO ἀσμα ἡ 
ὑποβολὴ τοῦ βαρέως τρίτος 
ψάλλεται ἄμα τοῦ τέλους 
αὑτοῦ. καὶ ἀπὸ τοῦ τετάρτου 
γέγονεν ὁ πλάγιος τέταρτος. 
καὶ ἀπὸ τῶν τεσσάρων πλα- 
γίων ἐγεννήθησαν τέσσαρεις 
μέσοι καὶ ἀπ΄ αὐτῶν αἱ Te 
σσαρες φϑοραί. καὶ ἀνεβι- 
βάσϑησαν ἤχοι ic’, OlTIvEG 
ψάλλονται εἷς TO Kona, οἱ δὲ 
δὲκα ὡς προείπομεν εἰς τὸν 
᾿Αγιοπολίτην". 


"The four 


first fechoi| 
formed not of some other echo 


are 
but by themselves. The four 
second [echoi], that is, the pla- 
gal, [are formed like this]: the 
first [plagal] has come from the 
first [basic] one spreading down, 
while the plagal of the second 
one has resulted from the com- 
ponents of the second {echos| 
spreading down. Similarly, the 
"low" fone] results from the third 
[echos], for in a song the basis of 
the "low" is sung [like] the third 
fone] simultaneously with [15 
completion. And from the fourth 
[echos] came the fourth plagal. 
And from the four plagal the 
four middle ones were formed, 
and from the latter the four 
phthorai were formed. And [as a 
resuit], 16 echoi which are chan- 
ted in chants were represented, 
while in "The Hagiopolites” there 
are ten fechoi] as has been 
mentioned above.” 


One cannot fail to notice that judging by this text both gopa 
and ᾿Αγιοπολίτης are organized on oktoechos principles. This 
circumstance alone is sufficient to claim that Gopa does not 
belong to secular songs, since according to the ideas popular in 
those days it was in church music that mode tonality standards 


were regulated by the system 


of echoi. The difference in the 


number of the echoi employed is not important here and 1s 
unlikely to have been brought about by the similar measuring of 


echoi: in 


᾿Αγιοπολίτης only κύριοι and πλάγιοι are taken into 


account, while in dopa μέσοι and φϑοραί are considered as well 
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being, in fact, the same κύριοι and πλάγιοι but called differently, 
depending on their mutual pitch correlation in each specific 
chant. 

It is essential to pay attention to the conjunction 1c ἦχοι and 
the singularis of ἄσμα in the last of the fragments cited above. It 
would be illogical from the musical point of view for only one 
chant to contain even fewer echoi than 16. Otherwise it would 
be some training model made to illustrate the process of 
modulations passing from one mode tonality into another, rather 
than a musical piece. Thus, unless we have some grammatical 
misunderstanding, there are grounds to claim that dopo is used 
here as a kind of a collective definition for a genre of chanting 
but not as a concrete chant. 

4 The translation is done according to the text of Codex 
Vaticanus 872 (Tardo 166), see footnote 42 to fol. 48. 

> The close resemblance between the phonation of the 
syllables of “Νῦν ἄφες" and those of the exercise in vocalization 
"Neaveg seems to have been used for the explanation of the 
latter. 

6 However, there can be nothing in common whatever 
between the phonation of the vocalization exercise and the 
expression cited here. Therefore, it is not quite clear how the 
tunings of the third echos were explained. It is not improbable 
that this phrase was the beginning of some well-known chant 
composed in the third echos. 

7 From the standpoint of Greek terminology it is not a new 
question but a further discussion of the previous one which 
concems ἢ φωνή. The only difference is that in the previous part 
ἢ φωνή had the meaning of "an interval", while here it has the 
meaning of " a voice". 


To fol.48y. 

| The most probable variant of this verb seems to be εἴπωσι 
which resulted from ἡ (=e1) +ndon (Ξπωσι) recorded in P. J. -B. 
Thibaut shares this opinion (see: Thibaut J. -B. Monuments..., 
87, comment 4). 

2 The similar classification is to be found in Codex Barberinus 
Graecus 300 (Tardo 152). As is known, Ancient Greek 
musicology, of which all these terms are loans, had no such 
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term as "Hypomixolydios". In Ancient musical theory there had 
once existed τόνος (or τρόπος) called “Lydios". It had been the 
highest “tonos" in mode tonality system. Later, as a result of 
mastering new sound pitch spheres an even higher “tonos’ - 
"Mixolydios" (μιξολύδιος - literally: “connected with Lydios ") 
appeared, which, as seen in the light of the Ancient mode 
tonality system, proved that the "Mixolydios tonos” was allocated 
next to the Lydios one. The succeeding enlargement of musical 
sound space brought into being still higher “tonos” 
Hypermixolydios (ὑπερμιξολύδιος - literally: “placed above the 
Mixolydios one"). 

How could the term "Hypomixolydios", which was absent in 
Ancient Greek musical theory, find its way into a Byzantine 
source? 

Mediaeval theoreticians knew that the "tonoi" of the low 
sound sphere were formed of the basic “tonos” with the prefix 
ὑπό ©6(under). Therefore, having the names of the basic echoi, 
"Mixolydios” being one of them, they simply added the prefix 
ὑπό to them. This is how the name "Hypomixolydios" originated, 
together with other names of the plagal echoi. 

3 One cannot fail to see a certain contradiction in this text. 
In one sentence it is stated that the echoi are void of their own 
names but have numbers like degrees (presumably, of a scale). 
Such approach is in accordance with the logic of the mode 
tonality system, where each tonality is placed on the pitch level 
of the corresponding degree. But it is already in the next 
sentence that "the proper names” for all echoi are to be found: 
Dorios, Phrygios, etc. The last circumstance is sure to be 
connected with the most ancient traditions which have their 
roots in Ancient Greek musicology. The above-mentioned 
contradiction (which was fairly wide-spread in Byzantine and 
Post-Byzantine sources on musical theory) is most likely to be 
the result of combining the principles of musica practica and 
musica speculativa: the former used numbers for echoi and the 
latter used ancient terminology. 

4 Beginning from this question the manuscript text gives 
theoretical principles concerning the Palaeo-Byzantine notation 
system. 
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5 I omitted the phrase καὶ ot τόνοι following τέσσαρα in 
translation not so much because it is missing in other 
manuscripts, but because of its being irrelevant for the given 
answer. Besides, it was undoubtedly the scribe’s mistake. He may 
have anticipated the succeeding question " Ti εἰσι τόνοι; " by 
these οἱ τόνοι. 

6 It is hardly possible that one should ever be able to find out 
why 1n the list of tones after the eighth entry in RAJC 63 a title 
"Περὶ τόνου" suddenly appeared, with the phrase καὶ τόνοι μὲν 
εἰσί" on top of that. Of course, one could try to model several 
situations Which may have brought about such “break off" in a 
smooth enumeration of tones. But hardly any of these models 
would have had enough chances to be chosen as the correct 
one. Here is one of the probable situations: while making the list 
of tones, the scribe noticed the succeeding rubrics "Περὶ 
πνευμάτων" and "Περὶ κεντήματος" and decided to contribute to 
unifying the form by setting forth the material; thus, though a 
bit later then it was necessary, he entered a new subtitle “Περὶ 
τόνου" (more exactly: “Περὶ τόνων") in the list of tones, and 
then, to continue the broken enumeration, he wrote down: "καὶ 
τόνοι μὲν εἰσί" ("There are also tones [such as these]"). However, 
it should be repeated that it is but one of the numerous possible 
versions. 

7 To all appearances, the correct variant seems to be 
recorded in Codex Barberinus 300. not τὸ ἐλαφρόν, τὸ κλάσμα, 
but τὸ ἐλαφρὸν κλάσμα (Tardo 159), for only in this case there 
are 5 semi-tones mentioned before (see also: Floros C. 
Neumenkunde... 36). 

8 No doubt, the only acceptable variant, corresponding to the 
contents of the passage, is to be found in J: "Πνεύματα δὲ εἰσὶ 
ταῦτα". J. -B. Thibaut was of the same standpoint (Monu- 
ments..., 87, comment 5). 

? It is obvious that the correct list of signs is given in B, 

_ where the apoderma is left out as the sign unnecessary for the 
four spirits mentioned before. 

10 While translating the text I left out the unnecessary χωρὶς 
ὀλίγου, which the scribe had transferred here from the previous 
sentence through mere negligence. 
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11 Here is the mistake typical of the scribe of RAIC 63: he 
"skipped" from the φωνὰς of the one kind (τὸ... χαμιλὸν ἔχει εἰς 
ἐλάττωσιν φωνὰς τέσσαρας) on to the other (τὸ... ἐλαφρὸν εἷς 
ἐλάττωσι φωνὰς δύο). As a result, it turned out that the chamele 
indicated the movement by two phonai only, whereas in reality 
it was by four phonai (see footnote 69 to fol.48v. of the Greek 
text). 


To fol.49. 

| It should be noted that the xeron klasma and the anatri- 
chisma are missing in the aforementioned list of 15 tones. 

2 Or rather: of the outlines of several sign figures denoting 
tones. 

3 Introduced into RAIC 63, καὶ πετασϑῆς is most likely to be 
the scribe’s error, for none of the known graphic shapes of the 
diple can prove that its outline includes the petasthe. It is no 
mere chance that καὶ πετασϑῆς is missing in the Vatican and 
Jerusalem manuscripts. It is not improbable that καὶ πετασϑῆς 
was placed next to ἡ διπλῆ through the scribe's negligence 
again: while scribing that line he migth have lifted his gaze to 
the next line where in the description of the anastama form next 
to the diple the petasthe was mentioned and in the genitive case 
at that: διὰ διπλῆς καὶ πετασθῆς. 

4 No doubt, the information of RAIC 63 - "τὸ ξηρὸν κλάσμα 
διὰ δύο ὀξείων <Kai> τὸ ἐλαφρόν [= τὸ ἐλαφροῦ] “ - is erroneous, 
for the graphic shape of the xeron klasma can hardly be 
interpreted as the ligature of the oxeia and the elaphron. It 1s 
remarkable that this phrase is missing in other manuscripts. We 
are likely to have here another mistake of the scribe who 
repeated τὸ ξηρὸν κλάσμα of the preceding list of tones. Hence, 
instead of τὸ ξηρὸν κλάσμα there might been have another title 
of the aforementioned catalogue of tones. 

The correct variant is certain to be found in Codex Barberinus 
Graecus 300: "τὸ κράτημα διὰ δύο ὀξείων καὶ ELappod κλάσματος" 
(it is this variant that was used in translation). 

It is not improbable that one of the scribes who had got 
accustomed to the terms “elaphron" and “xeron klasma” being 
used separately, failed to interprete the combination ἐλαφροῦ 
κλάσματος as ‘terminus technicus’ and decided it was a mistake. 
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Thus, he could do nothing but keep the familiar to ελαφρὸν in 
the text and leave out τὸ κλάσμα which he thought irrelevant 


here. 
5 As is known, the graphic representation of the anastama is 


composed of the diple, the petasthe and the apostrophos ve 


(see: Floros C. Neumenkunde..., 201). 

6 1 find it difficult to give the only possible variant of 
interpreting ὁ ἑρμηνευτής in the context. It seems more 
reasonable to assume two interpretations here. According to the 
first One ὁ Epunventis is an expounder of a theoretical text, 
according to the other one he is a performer, who has a perfect 
understanding of chanting and notographic aspects of musical 
manuscripts. 

7 From this place onwards three dots [... ] will mark the 
place left out by the scribe for neumatic examples. As was 
noted, they are absent in RA/C 63. But even if we did not have 
Codex Barberinus Graecus 300 at our disposal, where the 
theoretical part includes neumatic sequences, it would not be 
too difficult to reconstruct them for they are generally known. 

It is important to note here that the two tunings of the two 
successive echoi are compared here for training purposes, so that 
the pupil could feel the distinctive features of each tuning and 
its special place in the whole system. 

8 This assertion expresses one of the most important features 
of the logic of oktoechos thinking: the mode tonality formations 
which are found higher than the four basic echoi can be 
qualified as basic only; while those which are found lower than 
the basic echoi in the sound space are qualified as plagal only. 

? True, the uniformity of the material exposition is somewhat 
broken when the referrence to ἤχημα of the fourth echos (ἅγια) 
appears in the text, for nowhere in the whole passage are 
πολυσύλλαβοι PSdyyo. recorded (they are given with neumatic 
examples). Therefore, translating this sentence I followed the 
texts of the two other manuscripts, adhering, though, to the 
conventional way of describing them. 

10 It is evident that the title given in RAJC 63 (‘Tlepi πλαγίου 
πρώτου ἤχου") is at variance with the contents of the section 
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where all plagal echoi are given, not only the first one. 
Therefore the translation contains the title from Codex 
Petropolitanus 239 (Περὶ πλαγίων ἤχων") which renders the 
meaning of the succeeding text most accuratelly. 

11 As a matter of principle, is makes no difference what 
should be translated: the participle καταβαίνων which is to be 
found more than once in RAJC 63, or the verb καταβαίνω 
recorded in B and P (see footnotes 102,111,118 and 125 to 
fol.49 of the Greek text). However, I decided in favour of the 
verb, following the style of the preceding passage with the 
typical εἰ ἐξηγήσεις. It is most conceivable that κατὰ τὸ βαῖνον εἷς 
are recorded in RAJC 63 as a variant of καταβαίνεις scribed in a 
peculiar way. 

12 We have here a new training device of Byzantine teachers: 
not only the tunings of the non-consecutive echoi but also those 
of the basic and the plagal echoi are compared before the pupil. 
It is a new advanced step in mastering the system of oktoechos. 


To fol.49v. 

1 Beginning from this place there are a lot of gaps in RAIC 
63, wich makes it impossible to provide a sensible translation of 
the text. Therefore, the similar part from Codex Barberinus 
Graecus 300 (Tardo 161-163) was assumed as a basis. 

2 The succeeding passage of RAIC 63 "to νανὰ -- ὁ κύριος τοῦ 
τετάρτου" is an incomplete text consisting of several separate 
titles and explanatory notes to neumatic examples which, in 
spite of the obvious gaps and wrong words (for example, tov 
κανόνα which is quite out of “place and irrelevant here), are 
simply joined into a sequence, thus making the text meaningless. 
Therefore I had to give up any attemt to translate those two 
lines of the manuscript. 

3 Can this phrase - "χάνεται δὲ τότε" - be the one that L. 
Tardo failed to read because of the defect in Codex Barberinus 
Graecus 300 (Tardo 162, comment 1)? 


To fol.50. 
Τὸ is obvious that a neumatic example ought to have been 
found here. 


2 The succeeding small excerpt (ὁ a °% ἐν ἤχοις ἐτάχϑη -- 
τέλει 5") is undoubtedly spoiled and cannot be translated 
properly. 

3 It might be interesting to note that this definition is very 
close to the one recorded in the treatise of Kleonides (lI c. ) 
"Εἰσαγωγὴ ἁρμονική" ("The Introduction into Harmonica"): 


“ὡς τόνος λέγεται, Kad ὅ “By the name of tone we call 
φαμεν ὀξυτονεῖν τινα ἤ βα- What, as we say, something 
ρυτονεῖν ἥ μέσῷ TH τῆς φωνῆς which sounds either high or low, 


τόνῷ κεχρῆσϑαι" Jan 204). or is executed by the middle 
tone of the voice. " 


4 The two brothers, Theodore and Joseph (the turn of the 
VIWth-[Xth centuries), the illustrious scholars of the Monastery 
of Studites, seem to be mentioned here. It is for the historians 
of Byzantine music to interprete this information which seems to 
be contrasting two oktoechos systems: on the one hand, the 
system ascribed to John of Damascus, and, on the other hand, 
the one which is supposed to have been created by Theodore 
and Joseph the Studites. The study of this problem undoubtedly 
belongs to the future. Yet 1 would like to attract the reader's 
attention to a detail which, as it seems to me, can give further 
aid in understanding this material. 

We should always remember that a mode tonality system 
cannot be the result of practical artistic or theoretical activity of 
only one man or several scholars, however talented they may be. 
It takes as long as the life of several generations (and may by 
even longer) for such system, which is founded on objective 
laws, to have ripened in the process of historical development of 
musical thinking. There is no more sense in speaking about the 
sole creator of the oktoechos mode tonality system than in 
speaking about the sole creator of the major and minor scale 
system. Such approach to the problem is far from being 
scientific. Therefore one should realize that it is the oktoechos as 
a liturgical form of arranging chanting material for divine 
Services, and not the mode tonality system of oktoechos, that is 
considered in the given work. It is highly conceivable that we 
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have here an echo of the conflict between the adherents of 
Jerusalem and Studite statutes. 
To fol. 50v. 
| Gabriel (90,591-594) shows the parallage as the next stage, 
after the metrophonia, in mastering the art of chanting: 


"Meta δὲ ταύτην {scilicet "After it [that is, the metro- 
μετροφωνίαν] ἔστιν ἧ mapa- phonia] there exists the parallage 
λλαγή, ἦν δεῖ ἐξασκῆσαι which should be practised so that 
καλῶς, καὶ οὕτως ὡς ἐν ὁποίᾳ its echos could be executed on 
ἄν εἴη φωνῇ, τὸν ἐκείνης nyov the degree where it [the pa- 
ἑτοίμως ἔχειν ἀποδοῦναι". rallage| stands”. 


Christian Hannick and Gerda Wolfram (see: Gabriel 
Hieromonachos. Op. cit., 91) give a somewhat different 
translation of this place. As concerns the sense and the value of 
the parallage, see also: Xpvoav9oc ἐκ Μαδύτων. Θεωρητικὸν 
Μέγα τῆς Μουσικῆς, 43. Βεργώτης Γ΄ Λεξικὸ... 93-94. 

2 As will become clear from the contents of this part, 
"diplophonia” (ἡ διπλοφωνία literally: "double phonation") is the 
word, denoting the execution of the octave doubling of a 
melodic line. 

3 According to the logic of the succeeding exposition of the 
excerpt, a sentence of this meaning was omitted here. 

4 This simple “exercise in numbers" is only given for the pupil 
to have a good understanding of the octave “corrections”. 
Therefore the present passage consists of several small sections 
with the corresponding contents. The first section is a peculiar 
handbook to help the chanter in singing a melodic line one 
octave higher. It is noteworthy that the coordinates for each 
interval are given here, everything being done in accordance 
with the rules of the interval notation. And indeed, this: 
description seems to be specially intended for the chanter who is 
looking at the manuscript notation text. For example, if he sees 
there a sign indicating raising by a second (which is "by one 
phone", - μίαν φωνήν- according to Byzantine terminology), 
then the pupil, who is to chant the ascending octave doubling, is 
informed that he must make 8 (1+7) similar interval steps, and 
proceed in the same manner: 
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Another section of the passage contains the same corrections 
done in the opposite direction. 

From the standpoint of interval and arithmetical logic such 
operations are interpreted as doubling (διπλασιασμόν). As for 
the record of "trebling" and "quadrapling”, it is more likely to be 
a theoretical discussion than some recommendations for the 
practice of chanting. For the very text of the treatise points out 
that the limits cf such doubling depend on vocal potentials (“ac 
δύναται ἥ φωνή"), that is, on vocal compass which was always 
well-known. For it is a general truth that the compass of a voice 
determines the highest and the lowest limits of the possible 
octave doubling. Therefore the chanter himself should be able to 
“manoeuvre’, moving from the octave doubling up to, say, the 
unison chanting (when the upper register ran short), and from 
the latter down to the octave doubling again (when the range of 
the lower register permitted it). Such practice of chanting, which 
was regulated by the compass of a voice, presupposed that a 
chanter should have some practical skills and good theoretical 
knowledge of interval “indices”, when one interval could be 
replaced by another without ruining the intonation of a melodic 
line. It is because of this that our treatise contains such a 
scrupulous and meticulous enumeration of the interval units 
indispensable in all possible situations 

But all this does not mean that what is considered here is but 
octave thinking when the octave forms the basis of mode 
volume, thus being a unit of measuring a certain sound space 
used in music. Thinking of Byzantine musicians was regulated by 
other pentachordal and tetrachordal mode standards, see: 
Στάϑης Tp. Οἱ ἀναγραμματισμοὶ... 36, Tepyman E. BusantuiicKxoe 
My3bIKO3HaHne, 175-199. 


> Another practical recommendation for reading a notation 
text with the diplophonia effect: if a chanter sees the sign of the 
dyo kentemata in the manuscript when he is to start chanting 
the octave doubling of a melody in this place, he should first 
calculate an octave step ("the diplophonia number") from the 
preceding sound, already chanted, and from this sign intone by 
a second up, which is marked by the dyo kentemata. 

6 No doubt, instead of διὰ τὸ συντομώτερον one should read 
διὰ τὸ συμφωνότερον here. 

7 One cannot fail to realize the complicated character of the 
meaning of the term ὁ περισσευμός (from the verb περισσεύειν 
"to be in abundance, to increase"). The interpretation of its 
meaning in the text is too specific. 

At first one starts to think about the modulation process 
when the melos deviates from the initial pitch level and is 
transferred to another echos. In such case it is quite reasonable 
to speak of "exceeding" the melos in one echos as compared 
with its sounding in another one. The record of παραλλαγή at 
the end of the passage seems to prove this assumption. However, 
one cannot fail to notice that in such a thorough study of 
modulation problems, as in the treatise of Manuel Chrisaphes, 
there is no record of περισσευμός whatever. This treatise which 
used to be a handbook of Byzantine musicians and absorbed the 
description of the most important modulation standards, 
practised in Bizantine music, is unlikely to have overlooked the 
concept of περισσευμός, if the latter had been really connected 
with modulation. 

Moreover, in the fragment commented here an idea is to be 
found which does not go with the supposition of περισσευμός 
being a category of modulation. And indeed, it 15 twice 
mentioned here that if the beginning and the end of a sticheron 
are executed in one and the same sound, then the number of 
ascending and decsending phonai is the same. The record of 
their number does not seem compatible with the idea of 
modulation. 

One more observation should be added here: why should 
modulation be discussed in the section which deals with the 
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diplophonia, that is, with the octave doubling of a melodic line? 
This question remains unanswered. 

It is not improbable that περισσευμός indicates a method by 
which the chanter could tell whether in the process of chanting 
a sticheron there was some deviation from its initial echos. And 
really, using the diplophonia frequently the chanter was to pass 
from the upper octave doubling of a melody to its unison 
rendition, and then, quite often, to the lower octave doubling 
(see comment 4 to the given folio of the menucscript). With 
such systematic and difficult intoning operations which entail 
shift by large intervals and into various registers, there always 
exists a danger of deviating from the initial pitch level of mode 
tonality (the phenomenon which practical musicians have long 
known only too well). It is quite evident that this danger is 
increased in a capella singing when there is instrumental 
acccompaniment of chanting. Therefore, Greek teachers had to 
provide the future chanters with a method of determining the 
pitch "shift", for many chanters tended to become choir-masters 
(domesticoi and protopsaltes) afterwards and they ought to have 
such method at their disposal. 

No doubt, one should distinguish practical and theoretical 
aspects here. It was not too difficult for the leader of a church 
choir to tell “by ear" whether there had been some deviation 
from the initial pitch (a perfect ear for music being a pledge of 
Success), while in the analysed passage of the treatise a 
theoretical way of determining the intonation deviation with the 
help of finding περισσευμός is offered. 


To fol.51. 

! It is clear that this paragraph starts the exposition of a new 
example of the Papadike. 

2 The scribe of RAIC 63 leaves blank spaces for the graphic 
Shapes of neumes to be inserted in the text, just as he did in the 
previous cases. 

3 If this evidence is really true, then it will provide the 
researchers with a new opportunity, if rather limited, to make 
another attempt of unravelling the enigma of the terminology of 
Palaeo- Byzantine notation. 
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a  . ὁ ὁὅὄβὗΣέἐέ  , ἀν ν οὐρὰς 


The publisher hause 

reminds to readers 

that author's text 
is Russian 


Ἢ , 
[nasa IT: 


"OOpsacnenne uckyccTBa’ Moanna Ilazycnaguna 


ΕΠ cyQHTb MO COXpaHMBUIMMCA JOKYMeCHTaM, BCA XH3Hb 
Moanna IInycnvagnua ΠΡΟΙΠΠᾺ ΠΟΙ 3HakoM GopbOopl 3a obbeqHHeEHHe 
3ananHon ἡ Βοοτουηοῦ Lepxsei!. On pogunca oKono 1429 r. Ha 
Kpute ἢ ΠΟΠΙῊΘ ΓΟΠΡῚ ero ΚΗ3ΗΡ Oba CBA3SAHA C STHM OCTPOBOM. 
IIponcxoxaeHve mpo3ssuiia Πλουσιαδινός ocTaercsd HeACHBIM. 
ΠΡΟΠΠΟΠΆΓΔΙΟΤ, YTO OHO ΠΟΤ OT Ha3BAaHWA ἨΘΟΟΠΡΙΠΟΓΟ ropodKa 
Πλουσιάς. Bce ΓΟΒΟΡΗΤ O TOM, ἯΤΟ B MONOROCTH OH NoryonN 
xopollee oO6pa3s0BaHHe. ΒΠΟΠῊΘ BO3MOXHO, B IOHOCTH OH axe 
ΠΡΟΒΕΠ HECKOJIbKO ΠΟΤῚ B KoHctaHTMHonose. Yxe B 1455 Γ. oH cTa- 
HOBHTCA CBSIICHHHKOM. IIlepBoHayanbHo MWoaHH ΠΡΗΜΚΗΥΠ K TIpo- 
THBHMKaM DropeHTHHckoH YHUH, OPUWHNAaNbHO 3aKIIOYCHHON ele 
6 wiona 1439 r. c venblO OObegqnHeHHA 3 ΠΆΠΗΟ u BocrouHon 
Llepksen. Ho yepe3 HeKOTOpoe BpeMA OH PeLIHTeENbHO Mepellen Ha 
CTOpOHY TIpMbepxeHUeB YHHH MW ΟΟΧΡΔΗΜΠ ev BepHOCTsb AO KOHLa 
CBOMX ZHeH. Kak u3BecTHO, MropeHTHiickaa YHHA BHeECIa pasqop 
B YMOHACTpOeHHA BOCTOYHBIX XPHCTWaH MW cCnocoOcTBOBala BO3HH- 
KHOBEHHIO MHOTOJIETHHX CHMOpOB HW HAeCOMOMYeCKHX ΚΟΗΦΠΗΚΤΟΒ. 
Oco6eHHo 6ypHo 3TO NMpovcxogzHNo Ha Kpute, ΟΡΙΒΙΠΟΜ Tora Be- 
HelidaHCKOH KOJIOHHeEM MW B TO Ke caMoe BpeMsA ΟἼΔΙΟΜ ApeBHen 
3JNIMHCKON KyIbTypbI. PeqMrMvo3Hble paclipW ΠΡΗΒΟΠΗ͂ K TOMY, 4TO 
Moauy ΠηνΟμΆΠΜΗ okKa3ayicad B YMcHe 12 CBAICHHMKOB, Mposanan- 
Had HeEATeCNbHOCTh KOTOPbIX BbI3BaIa Ppe3KO OTPHLMaTeJIbHylO peaK- 
ΠΗ TpaBociaBHOro HaceyleHHaA Kputa, MW, HECMOTpax Ha Πποπ- 
epxKKy BeHellMaHCKHX BilacTew OCTpoBa, OHM MOABeprivch FoOHe- 
ἩΜΗΜ. MM npnuwioch OObeMHHTECA BOKPyr OMHOTO-eAHMHCTBCH- 
HOTO xpaMa, TaK KaK M3 BC€X OCT@JIbHbIX OHH ΟΡΙΠῊ Η3ΞΓΗΔΗΡΙ. ΟΠ- 
peqeNeHHYy!O MOMOLIb OKa3bIBayia HM PuMcKas KypHA MW JaTHHCKHK 
naTpvapx KonctaHTHHonoia BuccapvoH - W3BeCTHbIM WH ΠΑΒΗΜ 
CTOPOHHHK Φποροητἤοκοῦ Yuun. IlocneqHun gaxe Noxaiopas 
VMoanny [Inycnaquuy 3BaHve “apxoHTa WepKBei” , KOTOphI κ 1467 


1 VutTepecHenillinve MaTepuaibl O XH3HH Moanna IbiycuaWaa ΠΡΗΒΘΙΘΉΗΒΙ B 
3aMeY4aTeIBHOM cTaTse: Manoussakas M. Recherches sur la vie de Jean Plousiadenos 
(Joseph de Méthone) // Revue des Etudes Byzantines 17, 1959, 28- 51. Bee 
HalaraeMble 3/fech CBeeHUH, Kacalwigheca Ouorpadun ἤοσηηα [ln cuauana, 
3€MMCTBOB3HBI 43 Hee. 629 . 


Yr. cTal yxkKe BULe-MpoTovepeem TorgaliHen CTONMIbI Kputa Kau- 
aun (Χάνδακα), ἃ 3aTeEM HM MpoToMepceM. OaHako KOH@AMKT Mey 
aOCOJIOTHbIM O6ONbIUIMHCTBOM TIpOTHBHHKOB YHHH HW HEMHOTO- 
YHCJICHHbIMH €e CTOPOHHHKaMH Ha Kpute He 3aTHxan, a, Haobo- 
poT, pasropancs. ΠΆΡΟΝ He nocellan OorociyxkeHHH, ΠΡΟΒΟΠΜΗΒ- 
WIMXCH CBALICHHHKaMH 593 rpynnbl MoanHa I[InycuaquHa, HU B 
CcaMOM Hayase 70 -x IT. OH BbIHYXeCH Ob NMOKMHYTb OCTPOB. 

HekoTopoe BpeM‘ H3FHAHHHK OKa3biBal COMeMCTBHe ΠΟΌΘΡΗ 
OHOTO KOHCTaHTHHONOJLCKOFO BeEJIbMOXN B 66 CTPCMIICHHH OCHO- 
BaTb rpeyecKylO KOJIOHHIO ἨΘΠΆΠΕΚΟ OT CueHbi. Ho sTomMy MWiaHy 
He CYKICHO ObIIO OcylilecTBHTbCA. Toabl WWM ἢ OH TOTepss cBoe 
MecTO Ha Kpute, a BCe MOMbITKH BOCCTaHOBHTbCH B MpexkHek 
OJDKHOCTH OKa3asINCb Ge3pe3yIbTaTHbIMH. Tenepb, KaK BO BpeMeHa 
MONOJOCTH, OH CTA HOCHTb 3BaHMe MpOcTOrO CcBALIeHHMKa*. OnHa- 
KO B CaMOM Hayasie 90-x rr. ero “30MpaloT enuckonOoM MeToHbI ἡ 
OH HauMHaeT HMeHOBaTEcaA "Mocndom, emucKonomM Metoupi". Ho 
TaM OH Mpoobin HesONTO ἡ κα c μα απα 1497 roma HaxodHJIcA B 
Benelun. 

B 1499 rony emucKon peliMy moexaTb Ha ΡΟΠΜΗΥ, Ha Kpnt, 
YTOObI BHOBb TaM MpOnMoBeyOBaTb UH, ΚΩΚ BHIHO, yYIaqHTb KaKHe-TO 
CBOM MaTepHasibHble Wena. Ho ero Bpo3BpallleHve Ha KpuT coBnaso 
Cc HayaioM BTOpOH TypeI{KO-BeHelIMaHCKOH BoHbI (1499-1501) u 
OMacHOCTb cTasia yrpoxaTb MerToue. IIpectapenbii enuckon Hocud 
ΠΡΗΟΒΙΒΆΘΤ clowa HW BO BpeMsA TypelIKOW Ocagbl roposwa NOCTOAHHO 
o6ofpseT Hapow UW comlaT. BeHeltwaHcKMe ykKpelNneHHA MpOTHBO- 
CTOSIM TypCLIKMM aTakaM 6ombllie MecsaLia, HO K 9 aBrycta 1500 
rowa TypKaM yHaloch OBNaleTb TOPOJOM, B KOTOPOM 3ΔΒΟΘΒΆΤΟΠΗ 
ΥΟΤΡΟΜΠΗ >KecTOKy!O pe3HWO. 3Π60» C KpecTOM B pyKax HM ΠΟΙΜΌ 
enuckon Mocnd, Ha3bipaBlunica mpexoe ΟΔΗΗΟΜ IInycuaqMHoo. 

OH ObUI OapeH MHOrMMH TanaHTaMH. Tak, MoaHH [{πγοῦ- 
aH OCTaBH SApKHWe MONeMHYeCKHE CTpaHHilbl B 3alMTy Propex- 
THMckow YHMM WM caMow HoeH OObeMMHEHMA WepkBew. B ero 
HacneqHH MOXHO OOHapyXHTb HW NOsSTHYeECKne COUMHEHHA: KAHOH B 
yecTtb VIII @nopenTuncKxoro Co6b6opa MW KaHOH, MOCBAWICHHbIM 


2 JOGonbITHbIe HOKYMEHTHI, Kacawl{Mecd KOH(@IMKTA, CBAZSAHHOTO C BIaeHHeM 
ΠΕΡΚΒΗ τοῦ Χριστοῦ Κεφαλῆ, ΟΠΥΟΠΗΚΟΒΆΗΒΙ Β CTaTBe: Τσιρπάνλης Ζ N.O Ἰωάννης 
Πλουσιαδηνὸς καὶ A σιναϊτικη ἐκκλησία τοῦ Χριστοῦ Κεφαλᾷ στὸ Χάνδακα // 
Θησαυρίσματα τοῦ Ελληνικοῦ Ἰνστιτοῦτου Βυζαντινῶν καὶ Μεταβυζαντινῶν 
Σπουδῶν 3, Βενετία 1964, 1--28. 
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@Mome AkKBHHCKomMy. CylilecTByeT oMpeaesIeHHOe ἅΜΟῸΠὸ pykonHceli 
CaMOrO pa3HOTO cOosepxKaHHA, CO3TaHHbIX CAMMM MoaHHom IIsycn- 
’IMHOM?. OcoGbili pa3sroBpop HyXeH O ero MY3bIKaJIbHOH eAaTesb- 
HOCTH. 
Ha nmpotTsxeHHH Bce cBOoeh x*Xu3HH ΠΟΔΗΗ [LrycuagquH cyn- 
Tall ceOs ΗΘ TOJIbKO CBALCHHOCIYXKUTeJIEM, HO HM “MeBYHM’ B Ca- 
MOM IWHpOKOM NOHHMaHHH TepMHHA ψάλτης. B MOAMMNCAX K BBI- 
NOJHEHHbIM HM PYKOIIMCHM OH NOCTOAHHO YMOMMHaeT Οὔ 3TOM. 
Tak, B KofekKce, He MMeCIOUIMM HHMKaKOTO ΟΤΗΟΙΠΘΗΜΣ K MY3bIKe HM 
ΧΡΔΗΞΊΠΘΜΟΣ celyac B buOnMoTeKe BeHcKoro YyHMBepcHtTeta - 
Codex Vindobonensis Univ. 1 53 U 231- 698), OH ΠΟΛΠΜΟΒΙΒΆΘΤΟΝ 
. Ἰωάννου ἱερέως tod Πλουσιαδηνοῦ τάχα καὶ ψάλτου". A 
Εν A&TMpoBaHHylWo 1467 τοπομ (Codex Lavra 545 (Ε 83), ΤΟ 
ΘΟΤΡ ΓΌΠΟΜ, ΚΟΙΠᾺ OH yxe ObLI ᾿ΔΡΧΟΗΤΟΜ epKBeH” M ΒΜΠ6-ΠΡΟ- 
ToHepeeM, VYoaHx [inycvanun NOAMMChIBaeT TaK: Θεοῦ τὸ δῶρον 
καὶ πόνος Ἰωάννου, τὸ ᾿πίκλην Πλουσιαδηνοῦ, τάχα καὶ ϑύτου, 
ψάλτου τε καὶ ἀρχόντος τῶν ἐκκλησιῶν, πρωτοπαπᾶ δὲ βίτζε Χάνδακος 
Κρήτης". Yxxe B KOHIe ΟΒΟΘἢ KH3HH, S6ymy4n emMcKOTIOM ΜΕΤΟΗΒΙ, 
OH ΠΡΟΠΟΠΊΚΔΘΤ Ξ3ΔΗΜΜΆΤΒΟΣ MY3bIKAIbHOH eCATebHOCTbWO. B 
ΘΙΜΗΟΤΒΘΗΗΟΜ COXpaHHBLUeMcs ero NMCbMe OT 9 ampesnsa 1500 rona, 
ἨΔΠΟΠΗΘΉΗΟΜ 3a00TAMH O XesaHHH pyKONONOXKUTb HEKOTOPbIX 
AbAKOHOB B CBALCHHHKH, a Takxke 31060H Καὶ CBOMM BparaM HU 
MBICIIAAM O HeH30exXHOCTH δὺς ὡιηὴ πρίν ΒΟΜΉΡΙ, OH C γπο- 
BOJIbCTBH€EM YIOMHHAeT, YTO "... ypap ἡμᾶς ὁ πρωτοψάλτης Σιτίας, 
ὅτι ἀποστείλωμεν αὐτῷ τινα μουσικῆς μαϑήματα"δ. -"... MpoToncanT 
ΟΥΤΜΗ MMWeT ΗΔΜ, ὩΤΟΌΒΙ MbI ΠΟΟΠΆΠΗ EMy HEKOTOPbie CBOH My- 
3bIKQJIbHbIC MATHMBI . 
Bce 3TO ABHO CBHAeTeEIbCTByeT O TOM, ΤῸ Moann IInycu- 
aiHH Ha MpoTskKeHHM BCcei cBOeH XKH3HH, BHeE 3aBMCHMOCTH OT 
CBOMX OPUUMANbHBIX ΠΟΠΙΠΣΚΗΟΟΤΟΘΙ͂ VW ΠΕΡΗΠΟΤΗΪ cyqbObI, ΠΟΟΤΟΞΗ- 


3 06 aBTorpadax Moana [Ltycuvagquua co.: Vogel M., Gardthausen V. Die griechischen 
Schreiber des Mittelalters und der Renaissance (Beiheft zum Zentralblatt fur Bibliothekwessen, 33), 
Leipzig 1909, 185-186, Politis L. Eine Schreiberschule im Kloster tév Ὁδηγῶν “ΒΖ 51/2, 1958, 
278; Πατρινέλης X. A Ἕλληνες κωδικογράφοι τῶν χρόνων τῆς ᾿Αναγεννήσεως " 
Enempic τοῦ Μεσαιωνικοῦ Apysiov 8/9, 1958-1959, 102-103. 

Cmu.: Bick J. Die Schreiber der Wiener griechischen Handschriften. Vienne 1920, 73- 
74 (Museion. Abhandlungen I). 
Ομ.: Manoussakas M. Op. cit., 37. 
* Hardt Ign. Catalogus codicum manuscriptorum graecorum Bobliothecae Regiae 
Bavaricae. T. IT, Monachii 1806, 256. 


41 35κα3 Ν᾽ 2443 64] 


ΝΞ αι. ρα 


HO OMIYUIall ce6s| He TOKO CBAIWCHHOCIIYKUTCIICM, HO MW TBOPLOM 
LIEpKOBHOM ΜΥΞΒΙΚΗ͂. 

CoxpaHwica ero MYy3bIKaJIbHbIii aBTorpad - Codex Dionisius 
570 ', aHanIM3 KOTOPpOrO MOXeT aTb CBECHHA DJIA BepHOro ΠΟΗΪΙ- 
ΜΔΗΜΗ Voanua Iinycwaguua KaK MYy3bIKaHTAa. 

IIpexne scero, Codex Dionisius 570 nmomoraeT BLIABATb XyO- 
XKeECTBEHHble BKYCbI CBOero cocTaBuTesA. HeTpytHO yBUeTb, ἯΤΟ 
aOcomlOTHOe δΟΠΡΙΠΜΉΟΤΒΟ MeJIYproB, MpecTaBeCHHbIX B PyKOTIN- 
CH, - ΒΒΙΠΔΙΟΙΠΗΘΟΣ BH3aHTHicKMe MacTepa: VoaHH Γπμκᾶ, Noann 
Kykyseb, KceHa Kopona, MoaHH Kanan u Hoann Jlackapne. 
MMeHHO MX COUMHCHHA 3aHMMAIOT HanMOosIbliice MeCcTO B KOCKCE. 
OuyeHb ΡΕΠΚΟ B HEM MOXHO BCTpeTHTb HECKOJbKO MecHOMeHHH Me- 
Hee 3HAYHTEJIbHbIX ABTOPOB. ΤΟ, Ge3yCMOBHO, CBUCTEIbCTBYeT ἡ 
o6 OTJM4HOM BKyce MoaHHa [InycuagquHa, HU 06 OCHOBATCJIBHOM 
ΞΗΔΗΜΗ͂ pernepTyapa LWepKOBHOM MYy3bIKH. Τὰ Ke pPyKONMCh aeT 
WeHHbIM MaTepval WM ANA W3y4eHHA MY3bIKAIbHOrO TBOpUeCcTBAa 
VMoanua Ππγομᾶπμηδ. MoxHo Mpesnonaratb, ὍΤΟ Oa Oblia ἨΔ8ΠΗ- 
caHa Ha 3aKaTe KM3HH, TaK KaK Ha ee JIMCTaX MOXKHO OOHAPyXKHTb 
COUMHEHNA He TONbKO "Hepexn VoanHa IInycvannHa", HO ἡ MesO- 
chi "Mocuda, enncKona MetToubi". 3HaunT, ΠΟΘΙ coOpas 3Π60} Te 
CBOH MeCHOMeHHA, KOTOpble ΟἾΜΤΑΙ HanNbollee BOCTOMHbIMH H3 
CO3JaHHBbIX B pa3sJIMYHble ΠΟΡΗΟΠΒΙ KXU3HH. BoT OHH: 


“Ἱεραρχῶν καὶ ϑείων πατέρων ydpov συνάξασα σήμερον ἡ σεπτὴ 
βασίλισσα Θεοδώρα" (ἦχος TH. β᾽). 

"Ὁ ποιητὴς καὶ λυτρωτής pov, πάναγνε" (vevave). 

"Ὁ διὰ σὲ ϑεοπάτωρ" (ἦχος 5 ). 

"Ἐν τῇ ἐρυϑρᾷ ϑαλάσσῃ" (ἦχος πλ. o ). 

"Τίς μὴ μακαρίσει σε" (ἦχος mh. B ). 

"Ὑπὸ τὴν σὴν, Δέσποινα, σκέπην" (βαρύς). 

“᾿Ανύμφευτε Παρϑένε" (ἦχος mA. δ᾽). 

"᾿Ασπόρως ἐκ ϑείου Πνεύματος" (ἦχος y). 

"Μεγαλύνει ἣ ψυχή μου τὸν Κύριον" (ἦχος mA. δ᾽). 


7 Ero ΠΟΠΡΟΗΟΘ OMMcaHNe ΠΆΗΟ Β ΜΞ3πΔΉΗΜ ΜΝ: Στάϑης [p. Τὰ Χειρόγραφα... Β. 698-712. 
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"Πάντα ὑπὲρ ἔννοιαν" (ἦχος B ). 
"Τὸ dn αἰῶνος ἀπόκρυφον" (ἦχος δ᾽). 
"Τὴν ταχεῖάν σου σκέπην καὶ τὴν βοήϑειαν" (ἦχος TA. 0). 


OaHako KpoMe 3THX ΠΟΟΗΟΠΟΘΗΜΗ͂ Β ΡΔ3ΠΗΗΡΙΧ PyKOMMCsHAXx 
BCTpeudalotca M Dpyrve ero Menocbl. Refb XOpOWIO H3BeCTHbI Cily- 
ya, ΚΟΓΠᾺ KOMNO3HTOp C4YHTaeT Havbonee yHadHbIMM CBOMMH Co- 
YMHCHUAMU ODHM OFycbl, a KW3Hb HepewKO YTOUHACT ero BhIOOp H 
OKa3bIBaeTcs, ἯΤΟ HaHOObLUTyIO NOMyIAPHOCTh MpnoOpeTawT co- 
ΒΘΡΙΠΙΘΗΗΟ Apyrve Mpon3BeeHHA (XOTA, pa3yYMEeTCA, ΠΟΠΥΠΗΡΗΟΟΤΡ 
VM XYOXKECTBCHHbIC JOCTOMHCTBA He ΒΟΘΓΠᾺ COBMellaloTca). ΒΠΟΠΗΘ 
BO3MOXHO, ἯΤΟ HEYTO NOAOGHOe ΠΡΟΒΟΗΙΠΟ MH CO ΟΒΟΠΟΜ MeCHO- 
NeHMM, CoOpaHHbIx CaMMM WoaHHom I[IsycuanqHHoM B Codex Dioni- 
sius 570. Tak, BO MHOTHX pyKOMHcax, HeMocpeACTBeHHO oOTpaxa- 
IOWIMX ICPKOBHYIO MY3bIKaJIbHYIO MpakTHKy XYI11 - X1X Be., 
BCTpeyaeTca ero “XepyBHMcKas', HallMcaHHacA B ἼΘΤΒΘΟΘΡΤΟΜ HXxOCce, 
Tora Kak B aprorpade ἴοδηηδ IInycuaguHa u3 JiMoHHcMiicKoro 
MOHACTbIpA OHa oOTCyTCcTByeT. B OTeJIbHBIX PYKOMMCAX MOXHO 
BCTpeTHTb HM Zpyrve ero NecHoneHusa. Bce 3TO, ΠΟ-ΒΗΠΉΜΟΜΥ, 
ΠΡ ΟΟΧΡΔΗΜΒΗΙΆΞΟΣΙ ΗΘΟΟΠΒΙΠΆΣ YWcTb TBOpYecKoro ἨἩΔΟΠΟΠΗΝΣ 
ἤοδηηδ ΠΠπγομάαπμηᾶδ. 

Codex Dionisius 570 conepxUT TakxKe TIOYTH BCe CaMble Bax- 
HbIe My3bIKaJIbHO-TeopeTHYeCcKMe COUMHEHHA BH3AHTHHCKON 9ΠΟΧΗ: 
Iicesno-J[amacknHa, ἤἤοϑηηδ Jlackapuca u mM Mepomonaxa LappH- 
via (43 HavOoslee KPyMHbIX My3bIKaJIbHO-TeopeTHYeCKHX TaMsAT- 
HMKOB 3Π60} OTCYTCTBYIOT TONbKO "CBATOTpanell’ HW COYMHEHHE O " 
Φτοραχ Μδηγμπα Xpucada, ΣΚΗΒΙΠΟΓΟ Ha ONHO ΠΟΚΟΠΘΗΜΘ paHbille 
ἤοδηηα IInycuannua). bonee Toro, Β 3TOM ΚΟΠΟΚΟΘ IIpHBOAATCA ἡ 
"Βοπριποῦ ἤοοη" MoaHHa Kyky3ensa, WU ΠΟΠΒΙΪ pa "“MeTOXOB, 
pvHawiexallux TaKMM ΒΡΙΠΘΙΟΙΠΗΜΟΣΙ MacTepaM, kaK WoaHH 
Kyky3euIb 4M KceHa Kopouna. 

ΒΗΠΗ͂ΜΟ, cienya ux ΤΡΆΠΜΠΜΗ, ΠΌΔΗΗ [IycuaqwH tTakxe 
ΟΟ3Π8Π pA NecHOMeHHU, ΠΟΜΟΓΘΙΟΙΠΗ͂Χ SyLyuIMM MeBYMM OCBOHTh 
MpodeccuoHanbHbie HaBbIKH HelocpesCTBeHHO B TIeBYeCKOM Mpo- 
yecce. OHM 3ad=MKCHpOBaHbI B pyKOMHCH B KayecTBe “MeTOga’ 
VoaHHa [Inycnaqnna: 
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"Ἑτέρα μέϑοδος͵ πάνυ 
ὠφέλιμος, πονηϑεῖσα κατὰ τὸ δυ-- 
νατὸν παρὰ Ιωάννου πρωτοϊερέως 
τοῦ Πλουσιαδηνοῦ. ᾿Αρχομένη 
μετὰ ἀκριβολογίας ὁ ἀπὸ τοῦ τρο-- 
παρίου τούτου, τοῦ, AYO. Πνεύ- 
ματι, ὡς ζωογονοῦνται. καὶ φωτί-- 
ζοντι τὰς διανοίας, τῶν βουλο-- 
μένων σπουδάζειν, εἶτα καὶ αἱ τῶν 
φωνῶν συνϑέσεις κατ ἀριϑμὸν 
ἀρίστως συντεϑειμέναι εἰσίν, 
διαφόρως τε καὶ ποικιλοτρόπως 
καταλεπτόν᾽ πῶς δεῖ ἀνέρχεσϑαι 
μίαν, ἑτέραν κατέρχεσϑαι᾽ καὶ 
οὕτω δύο καὶ δύο, τρεῖς καὶ τρεῖς, 
καὶ αὖϑις τέσσαρας καὶ τέσσαρας. 
Mes ἃς ἀνάβασις καὶ κατάβασις, 
καὶ ἀρχαὶ μαϑημάτων καὶ συμπε-- 
ράσματα τούτων. Ἔτι δὲ καὶ αἱ 
ἀρχαὶ καὶ γεννήσεις τῶν ἤχων, 
κυρίων τε καὶ πλαγίων᾽ ἣν ἐάν τις 
ἐπιστημόνως διέλϑη, εὑσήσει 
πᾶσαν ὁδὸν ὁδηγοῦσαν. αὑτὸν εἰς 
τὸ εὑρίσκειν ἂπο τόνου πᾶν 
μάϑημα... 


Πρνυτοῦ BecbMa Mozie3- 
HbIM MeCTO, CO3aHHBIA ΠΟ BO3- 
MOXHOcTN mpoTovepeemM Moan- 
HOM I[InycnuayHHoM. OH HaqH- 
HaeTcA c TOYHOrTO H3IOKeHHA 
STOrO Tponapa ero “CBaATOMy 
Jlyxy, KaK %2XKHBOTBOpAINeMy ἡ 
OCBelNarollleMy pa3yM ΚΟΠᾶ- 
ox ", 3aTeM [WaloTca] coeyH- 
HCHHA ΠΗΤΘΡΒΑΠΡΗΡΙΧ 3HAKOB, 
ΧΟΡΟΙΠῸ ΘΟΟΤΆΒΠΘΗΗΒΙΘ cormac- 
HO ἍΜΟΠΥ [ΦΟΗΗ], ὅτο BOCTIpH- 
HHMMaeTCH ἨΘΟΠΜΉΘΒΚΟΒΟ ἡ Πο- 
pa3HoMy; |MoKa3bIBaeTca|, Ka- 
KMM OOpa30M ΒΟΟΧΟΠΗΤΡ Ha OJ - 
Hy [donuu], a Ha Apyrylo - πο- 
HWDKaTb, Η Takxe, [KakKHM OOpa- 
30M BOCXOZNTb] Ha Be M [πο- 
HWKaTb] Ha ΠΒ6, [BOCXOQMTb] Ha 
Tp Η [noHwxaTb] Ha TPH, a 
3aTeM [BOcCXOZMTb| Ha YeTbIpe ἢ 
[noHWwxaTb] Ha yveTHIpe. Bcnex 
3a STMM [naeTca| NOBLIWeHHe ἡ 
NOHVWXKeHNe, Hadasia MaTMM H ΗΧ 
3akKJIIOUeHNs, a KpoMe ΤΟΙῸ - 
Hayasla MW MpoWcxOXHeHHA Οὐ- 
HOBHBIX HM ΠΠΆΓΆΠΡΗΒΙΧ MXOCOB. 
Ecnm KYTo-HH6yHb 3TO OCHOBAa- 
ΤΟΠΡΗΟ ΠΡΟΪΠΘΟΥ, TO OOHapyXHT 
cnoco6, BelylIMH Κα Haxox- 
@HMIO TOHa BCAKOM MaTMMBI... . 


Ilocne stToro CHEHyeT ΚΟ YIIOMHHAaBIUIeCecA NCCHOTICHHE 


“Caatomy JIyxy... 
lOlleecA Ha TaKHX CJIOBAX: 


» ἃ NIOTOM - BCTYMJICHMe Κα MEeTOY, paciieBa- 
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"Ἐνταῦϑα ἀρχόμεϑα διδά-- " ΟΤΟΙΟΠΔ MbI ΗΔΎΜΗΔΟΜ 
Ear ὑμᾶς, a μαϑηταΐ, τὴν παπα-- o6yyaTb Bac, YYCHHKH, ΠΑΠΆΠΗ- 
δικὴν τέχνην καὶ ἐπιστήμην, ἥτις YeCKOMY ΜΟΚΥΟΟΥΤΒΥ HM 3Η8ΗΠΙ0, 
καὶ μουσικὴ λέγεται. ἀκουέτω ΚΟΤΟΡΟΘ ΗΔΞΡΙΒΆΘΤΟΗ  ΜΥ3ΒΙ- 
τοΐνυν νουνεχῶς πᾶς ὅστις βού- Kok. ΜῆᾷΤτΤΑΚ, ΠΥΟΤΡ 6aropa3syMHO 
λεται μαϑεῖ ἀκριβῶς ἀνάβασιν cAyliaeT K@KObIM, KTO ΧΟΙΘΤ 
καὶ κατάβασιν πάσης τῆς τέχνης" W3YYHTb NOBbILIeHHe WH ΠΟΗΙ- 

*KeHHEe BO ΒΟΘΜ Μοκγοοτβθ΄. 


3aBepliliaeTca KC H3JIOKCHHC MeTOAa MCHHCM TaKHx CJIOB: 


"Ταῦτα πάντα ὡς ὁρᾷς, ὦ "Bce, 4TO Th! BHAI, 
φίλος, συνετέϑησαν παρὰ τοῦ MoporoH, co3zaHO MpoTocss- 
πρωτοϑύτου καὶ ἄρχοντος τῶν IWeHHHKOM HM ἌΡΧΟΗΤΟΜ LlepK- 
ἐκκλησιῖν Ἰωάννου τοῦ Beit ἤϑοδηηομ Ππγομδπμηομ". 
Πλουσιαδηνοῦ". 


3ΆΤΟΜ Β Codex Dionisius 570 ΠΡΗΒΟΠΉΤΟΣ TOT xe ΗΘ ΟΠΡΙΠΟ 
TpaKTaT, KOTOpbIii ἤ3ΠΟ ΚΘΗ ἡ Β PAHK 632. 

OcHoBHad ero 364Π848 - 6onee ΠΕΤΆΠΡΗΟ H ΜΗΟΓΟΠΠΔΗΟΒΟ 
OCBeETHTb CHCTeMY MXOCOB, a ΗΘ OlpaHHU4MBaTbCA ONMHCaHHeM ΠΗΙΠΡ 
OCHOBHBIX HM ΠΠΔΓΆΠΡΗΒΙΧ. ΤΟ CBA3aHO C TEM, ΤΟ CpeCTBa BbI- 
Pa3HTCNbHOCTH ΠΟΡΚΟΒΗΟΙ͂ My3bIKH aKTHBHO pa3BHBaJIMch ἢ 
TpalMUHOHHbie ΦΟΡΜΒῚ ΠΑΠΟΤΟΗΔΠΡΗΒΙΧ OTHOMWeCHHK TpaHcdop- 
MMpoBayincb. Ha cMeHy CTapHHHbIM CBA3AM ΠΒΠΟΤΟΗΔΠΒΗΒΙΧ ΠΠΟ- 
CKOCTeM, ἨΔΧΟΠΗΙΠΉΧΟΗ B KBapTO-KBHHTOBbIX OTHOLICHHAX, TO CCTb 
B COMIpsKCHHAX, COOTBETCTBYIOIUMX OCHOBHDbIM HM ΠΠΔΓΆΠΡΗΡΙΜ ἤχο- 
CaM, CTaJIM IIpHXO2MTb HOBbIe, 6bonee pa3zHoobpa3Hble. Bpiaio- 
uiMecH MacTepa HMKOra He ΟΠΘΠΟΒΆΠΗ TeopeTMyecKol orMe, a 
ΒΟΟΙΠΆ ΗΒΡΥΠΙΆΠΗ ee. ΤΟ B NOMHOM Mepe OTHOCHTCA HM K xyO- 
XKeECTBEHHOMY HCIIOJIb3OBaHHWIO CHCTeMbI MxocoB. Ho korga TBOp- 
yeCKHH ΠΡΉΜΟΡ HOBaTOPOB Haas] MOCTeMeHHO pacipocTpaHATEcs, 


8 Tocne TeKcta Tpaxtata B Codex Dionisius 570 naetca "Ἢ σοφωτάτη παραλλαγὴ 
Ἰωάννου ἱερέως τοῦ Πλουσιαδηνοῦ" HW ΘΟΟΤΒΕΤΟΤΒΥΙΟΠΙΔΗ͂ CXeMa CHCTeMBI 
ΤΟΤΡΆΧΟΡΠΟΒ. ΒΠΟΟΠΘΠΟΤΒΜΗ 918 CXeMa ΠΟΠΥΉΜΠα ΘΟΠΡΒΙΠΘΘ ΡῬΔΟΠΡΟΟΤΡΔΉΘΗΜΘ Η ἩΔΟΤΟ 
ΠΡΗΒΟΠΉΠΆΟΡ Β ΡΥΚΟΠΗΟΙ͂Χ. B ἹΔΟΤΗΟΟΤΗ, Β Ροοομβοκοΐ HalmonanbHon 6uGsMoTeKe 
ΧΡΔΉΜΤΟΗ TaKad ΜΟΌΚΥΟΗΟ ΒΡΙΠΟΠΗΘΗΗΔΗ CXeMa, ΠΡΗΒΘΟΞΘΗΗΔ5 Ilopdupvem ΝΟΠΟΗΟΚΗΜ 
ο Ομηδη (ζει. 500), tue OHA HaxoWHMsIacb Β KOMeKce 1689 roga (οΜ.: Beneweeuy Β. 
ΟΠπμοΔΗΜ6... 1 639). Cxema 43 Ομηδΐοκοῦ pyKONMcH Β TOYHOCTH MOBTOpsAeT 
v306paxeHhe u3 Codex Dionisius 570 (cM. ee oTOKOMMIO B μϑπᾶημη: Στάϑης Ip. Τὰ 
Χειρόγραφα... B ΄, 707). Ἧτο *e KacaeTca camo ΠΑΡΆΠΠΑΓΗ, TO OHa TakxKe YacTO 
BCTpeyaeTcA B pyKOMHCAX, CM., HanpuMep: Παπαδόπουλος--Κεραμεὺς A. Βυζαντινῆς 
ἐκκλησιαστικῆς μουσικῆς ἐγχειρίδια "ΒΖ ΝΗΙ, 1899, 117. Idem. Μαυροκορδάτειος 
βιβλιοθήκη IT, 116,119. 
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TO paHO WIM ΠΟΞΠΗΟῸ Mepeyd Teopveh My3bIKM BO3HHKIa Ἡθοῦχο- 
JMMOCTb 3aperMcTpHpoBaThb Takve HOBLIeCTBA. 

ΠοΟΠΟΟΉΒΙΘ H3MeHECHHMS B MYy3bIKAIbHON NMpakTHKe ΤΡΘΟΟΒΆΠΗ 
TeopeTHyecKOrO OCMBbICJICHHA BCeX ΠΩΑΠΟΤΟΗΔΠΡΗΒΙΧ BbICOTHDbIX 
ypoBHeH, HO He KaK pa3po3HeCHHBIX OOBEKTOB, ἃ KaK 9ΠΟΜΘΗΤΟΒ 
€MMHOK CHCTeMbIl, NOCTOAHHO CONMpMKacaloulnxca Apyr Cc ΠΡΥΤΟΜ. 
μα: ropops, Η83ρ6 πᾷ HeEOOXOMHMOCTb TeopeTUyeCKM OCMBICJIMTb 
CaMble pa3HooOpa3Hble agOTOHAJIbHble CBA3N, ΠΡΟΠΠΟΠΑΓΔΙΟΙΗΜΟ 
pacnonoxeHHe Ha ΠΙΟΌΡΙΧ HHTepBaJIbHbIX paccTOAHHAX ΠΡΥΓ OT 
pyra, ἡ Mx ΚΟΟΡΙΜΗΔΙΜΙΟ Mexy cooon. 

VimMeHHo c 3TOHM Weblo TeEOpHA ΠΟΡΚΟΒΗΟΪ MY3bIKH OObAB- 
JIH€T O CYLUECTBOBAHHN paclIMpeHHOHM ΠΑΠΟΤΟΗΔΠΡΗΟΪ CeTH, Bep- 
Hee, O TOM Ke, MpexHeH NalOTOHaNbHOW CHcTemMe, HO ΠΡΟΠΟΤΩΒ- 
JIGHHOK B HECKOJIbKO MHOM OCBelIICHHH, me Ha CMeHy Ayasiv- 
CTHWY¥ecKOH KOHIJCNIMH,  OCHOBbIBaIOWIeHcCAd Ha ΠΡΟΤΗΒΟ- 
MOcTaBICHHN “OCHOBHbI¢-IWiarayibHble', MpHxoJHT yTBepxAeCHHe O 
COCYLIECTBOBaHMH He TOJbKO OTHOWCHHMH OCHOBHBIX Ηὶ ΠΠΑΤΆΠΡΗΡΙΧ 
ἬΧΟΟΟΒ, HO TaKxKEe μέσοι (CpeHHHBIX), παραμέσοι (οΚοπο- 
ΟΡΟΠΜΗΗΡΙΧ), παραπλάγιοι (ΟΚΟΠΟΠΠΑΓΆΠΡΗΒΙΧ), παρακυρίοι (οΚοπο- 
ΟΟΗΟΒΗΒΙΧ). KpomMe Toro, ΠΟΣΒΗΠΜΟΡ ΤΆΚΗΘ ΚΩΤΘΙΌΡΗΜ, Kak 
διφωνία, τριφωνία, τετραφωνία ἢ T. π. ΒΙΔΙΟΠΆΡΗ WM BO3HHKa 
BO3MOXHOCTb ΗΘ ΠΡΟΟΤῸ KOHCTaTHpOBaTb ΜΘΟΤΟΠΟΠΟΧΚΘΗΜΘ Kaxk- 
MOrO ΚΟΗΚΡΘΤΗΟΙῸ Hxoca MO ΟΤΗΟΠΙΘΗΜΙΟ K ΠΡΥΓΗ͂Μ, ΗΔΧΟΠΗΠΠΙΜΜΟΝ 
Ha ΠΙΟΟΡΙΧ HHTePpBAJIbHbIX ὙΠΆΠΘΉΗΜΗΧ OT ΜΟΧΟΠΉΟΓΟ, HO HM ΠΆΤΡ MM 
OnNpeeeHHA, 1O KOTOPbIM MOXKHO ObLIO y3HaTb, B KAKMX OTHOLIEC- 
HMAX C HAM OHH HaxoOAATcs. 

ΤΟ ObLIO MOANMHHOe TeopeTMYecKoe OOHOBEHHe TpalH- 
WMOHHOTO OKTONXa, 3HAYNTeENIbHO CONM3MBLIee TEOPHlO ΜΥΞΒΙΚΗ Ὁ 
IipakTHKOH, We, eCTecTBeHHO, NOMOOHbIe MpoUeccbl cTaIM ocy- 
IWeECTBIATbCA HAMHOrO paHbllle. 

XOpoOllo MOHHMas yCIOBHOCTb HM ΒΟ OTHOCHTEJIBHOCTb 
COnocTaBIeHHH My3bIKaJibHO-TeopeTHYeCKMX KaTeropuh, Mopox-. 
ἈΘΗΗΒΙΧ XYOXeECTBCHHOK MWpakKTHKOM ΜΗΠΗΒΗΠΥΔΠΡΗΡΙΧ My3blKaJib- 
HbIX CHCTEM, BOSHHKIIMX B pa3JIMYHble MCTOpHuecKHe NepHoAL! B 
CaMOOBITHBIX KyJIbTypax, A BCe Ke NO3BOIIIO ceObe OHO CpaBHeHNe. 

ΠΡΟΠΟΤΑΒΠΉΘΤΟΣ, 4YTO yKa3aHHble TeopeTHYecKMe HOBOBBELE- 
HUA, MOABHBIIMeECA B OOMXOZe BH3AaHTMMCKON WepKBH ΓΠΟ-ΤΟ Ha 
pyOexe XIY-XY BB., B YeM-TO CXOZHbI C HOBbIM OCBelleC¢HHeM 
ΠΆΠΟΤΟΗΔΠΡΗΒΙΧ sSIBICHHH B eBponeMcKOM My3bike XIX-XX_ BB., 
Kora Ha CMeHYy CTapoMW MW XecTKOM TeopeTHYecKON cxeMe TOHHMKO- 
ΠΟΜΜΗΔΗΤΟΒΡΙΧ (T-D) HW TOHHKO-cyO2OMHMHaHTOBbIX (T-S) ToHasb- 
HbIX ΟΒ536 7 ΠΡΗΙΠΠΗ Ooee pasHoob6pa3Hble TeopeTMyeCcKMe ycTa- 
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HOBKH. Tora ΠΟΣΙΒΗΠΗΟΡ TaKWe onpeneneHHA, Kak, HallpHmep, 
"MaKOpHasd TOHaIbHocTb II cryneHn”", "MMHOpHasA TOHaNbHOcTD III 
CTYNeHHW" HU T. A. Το Takxe Oblla peaKIHA MyY3bIKaJIbHO-Teope- 
THYeCKOH MbICIM Ha H3MCHEHHE MOAYIAWMOHHBIX MpolleccoB, Mmpo- 
ΜΟΧΟΠΗΉΒΙΠΗΧ B XYHOXKECTBEHHOM TBOpYecTBe. Hayka ὁ My3biKe 
OJDKHAa Oba OCBONTb HOBbIe, S6onee pasHooopa3Hble UW ΟΒΟΟΟΠΗΒΙΘ 
KOHTAaTbI ΜΘΟΚΠΥ TOHAJIbHOCTAMN. 

be3ycIOBHO, JIalOTOH@JIbHble HOPMbl CBPOMeHCKOH My3bIKM 
XIX-XX BB. HHYE€M He ΠΟΧΟΣΚῊ Ha CHCTEMY OKTOHXAa, MCHOJIb- 
30BaBLUyIocaA B BusaHTHH B XIV- XV ΒΒ. CyllecTByeT ἡ ΜΗΟΓῸ 
Apyrux ΟΥ̓ΠΜῚΜΠ B CONMOCTaBIISeMbIX MHOIO @eHOMeHAX. Tak, Ha- 
ΠΡΉΜΘΟΡ, eBponelickue HaMMCHOBaHHA THMA ᾿ΤΟΗΔΠΡΗΟΟΊΤΡ II ctTy- 
nNeHw', “TOHaNbHOCTb III cTyneHn" NU T. A. ΒΟΞΗΜΚΠῊ ΜΟΚΠΙΟ- 
YMTENbHO B TeOpeTHMYeCKOH cpefsle pakW aHaiM3a MY3bIKaIbHOTO 
MaTepMasia. CopepllieHHO HHaye ΟΟΌΤΟΣΠΟ ΠΕΠῸ B BH3aHTHH: μέσοι, 
παραμέσοι, διφωνία, τριφωνία WH BCe Mpouwwe obo3HayeHuA 
NOABWINCbh HeMocpeCTBeHHO B XYJOXKECTBEHHOM MpakTHKe, B 
TBOpYeCKON eCATeCJIbHOCTH ΜΘΟΠΥΡΙῸΒ ΚἈΚ CpeJCTBO WIA O603Ha- 
YeHHA B HOTHOM TeKCTe HOBBbIX ΠΑΠΟΤΟΗΔΠΡΗΡΙΧ CBA3€H MW TOJIbKO 
ΠΟΤΟΜ ΠΘΟΡΘΙΗΠῊ B TeOpHb. 

ΟΠΉΔΚΟ, HECMOTPA Ha BCe OTIMYNA, BH3AHTMMCKMe cpeqHH- 
Hble, OKOJIOCPeHHHHbIe, OKOJOMMAraIbHble, OKOJIOOCHOBHbIe HXO- 
Cbl, TaK Ke, KaK WH ΠΗΦΟΗΜΜ, TpHdOHMH, TeTpadouunye αὶ Τ. Π., 
ABJIISJIMCb B KOHCYHOM C¥eTe TeEMH %Ke WMHCTPyMeHTaMH TeopeTH- 
yYeCKOFO OCBeELIICHHA HOBbIX XYHOXECTBEHHbIX COOLITHH, KOTOpbIe B 
HOBOCBpOMenCKOM MYy3bIKO3HAHHNH ΟΠΡΕΠΟΠΉΠΗΟΡ KaK TOH@JIbHOCTH 
KOHKpeTHbIX CTYNeHeH. 

IIipwHagnexut ΠΗ VMoanny Iinycnanuny mpvoputerT B gene 
CO31qaHHA HOBOM KOHIeNWMH? OTOT Bompoc TpebyeT ocoboro H3y- 
yeHua. Ho, KaxkeTcsl, yke ceM4ac MOKHO BECTH pedb O *akTax, He 
ΠΑΙΟΙΠΗΧ ΠΟΒΟΠᾺ cuvTaTb, 4TO Κἴοδηη I[Inycnanun Obi pecop- 
MaTOPOM TEOpHv HXOCOB. 

B Codex Atheniensis 2401 (XV B. ) Ha πη. 223 ΠΡΗΟΥΤΟΤΒΥΟΤ 
ΗΘδΟΠΡΙΠΑΣ "Ἢ ἑρμηνία (sic) καὶ παραλλαγὴ τῆς μουσικῆς τέχνης", 
ΠΡΗΠΗΟΡΙΒΔΙΟΙΠΆΠΟΣ ΟΔΗΗνΥ Jlackapucy, B ΚΟΤΟΡΟΙ͂ H310xeHa ομο- 
TeMa MXOCOB, ΒΚΠΙΚΟΜΔΙΟΙΠΔΙ B ΟΘΟΣ Bce ΒΡΙΠΠΘΥΚΑΞΔΗΗΒΙΘ HOBbIe 
KaTeropHH?. VoanH Jlackapuc ΗΠ Ha OHO MOKoNeHve paHblile 
MoanuHa IInycuaqnHa. U3pecTHo, yTo B 1411 rony, oH, yxe 6yny4n 
M3BECTHBIM ME€JIYproM, MOKHHYyJI KoHcTaHTHHOMOb H yexall Ha 
Kpnt, roe ΠΡΟΌΡΙΠ go 1418 roma. Καὶ coxaneHulo, ΠΆΠΡΗΘΙΠΊΠΗΘ ero 


9 Ee TpeyecKHH TeKCT C AHIJIMMCKMM TlepeBOOM ONYOJIMKOBaHBI B cTaTbe: Bentas Ch. 
The Treatise on Music by John Laskaris // SEC 2, 1966, 21-27. 
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ΟΠΘΙ͂ΡΙ Tepsiorca*. CreqoBpaTenbHO, HOBOe TeopeTM4eCKoe OcBellie- 
ΗΜ OKTonxa ObVIO M3BecTHO elle πὸ MoanHa I nycuaguna. 

WA spsag am gaxe WMoaHHa JlackapHca MOXHO CYHMTaTb ero 
co3matenem. B Codex Athenitnsis 240] HOBbIA ΠΟΠΧΟΙ͂ Κα OKTOMXy 
M3JIOKeH B yxe 3aBeplIeHHOM Bue. Ho ΠΟΠΟΟΉΡΙΘ TeopeTHYecKHe 
KOHICNUHH opMupytoTca He cpa3y, a MoctTeneHHo, yrMyOuIAAch, 
YIOYHAACh WM pacwiMpsascb. TlostTomy HyxXxHO MpeAmonaraTb Ba 
ΠΥΤΗ͂, 10 KOTOpbIM HOBbIe BO33peHHA ΠΟΠΆΠῊ B ΟΟΜΉΘΗΜΘ NoanHa 
Jlackapvica: BO-NepBbIxX, OH MOF 3A€MMCTBOBAaTb Ηχ U3 Goee paHHero 
MCTOUHHNKa, a BO-BTOPbIX, OH MOF OKa3aTbCH ΤῸΜ AaBTOPOM, KOTO- 
pbIH ΠῚ ΠΡ 3a:—UKCHpOBall B TeopeTHYeCKOM paboTe TO, ἯΤΟ yxXe 
HEKOTOpoe BPeMSI ObIJIO H3BECTHO HM paciIiIpocTpaHeHo B cpesle Me- 
ΠΥΡΙΟΒ. EcTb OCHOBaHHA MpeANONaraTh, ΤῸ OOHOBMEHHOE Teope- 
TW4ecKoe TONKOBaHMe CHCTeEMbI OKTOMXa - OTrONOCOK ΟΥΡΗΡΙΧ 
M3MeCHeCHHit ΜΥΞΡΙΚΆΠΡΗΟΙΟ S3bIKa, ΠρΡΟΜΒΟΧΟΠΗΉΒΙΠΗΧ ΟΟΟΟΘΗΗΟ 
ἌΚΤΗΒΗΟ Β ΠΟΡΒΟῸ ΠΟΠΟΒΜΗΗΘ XIV Beka, ΚΟΙΓΠᾶ cTaJl pa3BMBaTbca 
Tak Ha3bIBaeMbIM KAIOMOHMYeECKMH ΟΥΠΡ, CBA3AHHbIM Ο ΡΠ ΚΑΠΡ- 
ἩΒΙΜΗ NepeMeHaMH MeJIOMYeCKUX ΦΟΡΜ ΜΥ3ΒΙΚΆΠΡΗΟΓΙΟ MaTepMasia 
Vi ero ΠΑΠΟΤΟΗΔΠΡΒΗΒΙΧ acneKTOB>. ΤΆΚΗΜ o6pa3om, Ha pyOexe XIV 
- XV BB. 3aBeplllaeTcs "TeopeTHYecKoe OlpabsaHHve’ Toro, ἯΤΟ Ha- 
YallO ΠΡΟΜΟΧΟΠΗΤΡ B My3bIKe cTONIeTHe Ha3saq. Kak BHAMM, TeOopHs 
MY3bIKM ἢ 3Π605 3HAYMTENbHO OTCTaeT OT ΠΡΆΚΤΗΚΗ. 

CnenopaTenbHo, CoBepiieHHO ΟἼΘΒΗΠΗΟ, 4uTo Hoan I[lycu- 
aIMH - ΗΘ CO31aTeIb HOBbIX BO33PCHHi Ha cucTeMy oKToMxa. [8 OH 
M He IpHMNchBaeT ceGe 3TOM 3acnyru. Kak pa3 HaoOOpoT, B CBOCM 
COUHHEHHH OH BCNOMMHaeT O JOCTHXKCHHAX B 3TOH OOsIaCTH 
"peBHHxX Myxelt". He uckO4eHO, ITO My3bIKAIbHO-TeopeTHyecKne 
ΠΟ, UcnoBezoBaBluveca MoaHHom JlackapvicoM, paHO ΠΟΠΆΠΗ B 
Nome 3peHua ἤοδηηδ IInycuanuuHa u 3aTeM cTald ἩΘΟΤΡΟΜΠΟΜΟΝ 
YacTblO ero yOexTeHHH. Beqb MoaHH Jlackapvic HeKOTOpoe BpeMA 
ΗΠ ἢ Mpenonapan Ha Kpute - poguHe Moana II]nycnagquna. 
BnomHe BO3MOXHO, ΤΟ yunTeneM MoaHHa [inycvagquuna oKa3asica 
KTO-TO H3 yaeHHKOB MoanHa Jlackapvca, KoTopbid ἡ ΠΡμΜΟΌΘΙΠΙΗΠ 


10 UntepecHeitiiive apXMBHble MaTepHvaibl, CBA3AHHbIe C KU3HbKO Moanua Jlackapuca, 
ony6mukoBan M. Manyccaxac: Μανούσσακας M. Μέτρα τῆς Βενετίας ἔναντι τῆς ἐν Κρήτῃ 
ἐπιρροῆς τοῦ Πατριαρχείου Κωνσταντινουπόλεως καὶ ἀνέκδοτα βενέτικα ἔγγραφα (1418- 
1419) // ΕΕΒΣ 30, 1960, 88, 89, 109, 116.. 

Tloapo6Hee οὔ 3Tom ομ.: Williams E. The Treatment of Text in the Calophonic 
Chanting of Psalm//SEC 2, 1971, 172-193. Idem. A Byzantine “Ars Nova": The 14th- 
century reforms of John Koukouzeles the chanting of Great Vespers//Aspects of the 
Balkans Continuity and Change (Contribution to the Intemational Balkan Conference 
held at ULCA. October 23-28, 1969). Mouton the Hague - Pans 1972, 211-220. 
Στάϑης Ip. Ol ἀναγραμματισμοὶ..., passin. 
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Oynyllero emucKona MeTouHbI K HOBOM TeopeTHYeCKON ΚΟΗΠΘΠΙΠΜΗ. 
HekoTopoe kocBeHHoe MOATBepxKo—eHHe TaKOMY ΠΡΟΠΠΟΠΟΣΚΘΉΗΜΙΟ 
MOXHO OGHapyKHTb B TeKcTe couMHeHHA Moanna IInycnagnna, me 
OH COXaJIeeT 0 TOM, 4TO “ApeBHHe Myx, KMBIUIME ΠῸ Hero, "co- 
OOuIMIM Ο cyTH ela BecbMa Maio M B KpaTKHX BbIpaxkeHHaAx . 
CpaBHWMBas oO Wpefela cxaToe TeopeTwuecKoe scce Moanna 
JlackapHca c HeECKONbKO 6oslIee pasBepHyTbIM COUMHeHHeM MoaHHa 
Π᾿ΠΥΟΜΆΠΜΗΔ, MOXHO JOMycTHTh, YTO MOcIeIHHH ΜΠ B BUY Onyc 
WoaHHa Jlackapnuca, no6biBaBliero Ha KputTe ellie 20 ΡΟΣΚΠΘΗΗΣΞ 
Yoauua IInycnangnua. 

K coxasleHnuw, TekcT ἴοδηηδ IInycuanuna B PAHK 63 nm- 
ΠΙΘῊ ΗΘ TOJIbKO HCBMCHHBIX IIpHMepoB, HO 1axKe MapTHpHi MXOCOB. 
Cemiyac TpyHO CKa3aTb, KaKOH-CIIMCOK TIOCJIYKWJI HCTOYUHHKOM ΠΠΗ 
nepemmcunka PAMK 63 wu 4emM OObAYCHUTb TO, 4YTO OH KONMPOBA 
TOJIbKO TCKCT, OIlycKas| ΒΟ HOTHbIe 3HAaKH. 

ITO OOCTOSITEILCTBO esaeT MpaKTHYeCKH HEBO3MOXHBIM OC- 
HOBATeENbHOe My3bIKOBeYeCKOe HccNeqoBAaHWe couMHeEHNA MoaHHa 
IInycuaguua no PAHK 63. Taxoe cnenMambHoe u3syseHve - eno 
6yoyluero, cBa3aHHoe c nyOnMKallveH Tekcta u3 Codex Dionisius 
570. Cewyac xe 51. Malo TEKCT COUMHEHHA, conepxallulica B PAHK 
63, B Hagexie, ΤΟ ero MyONMKallMsa OKaxKeT ΠΟΜΟΙΠΡ ΟΥ̓ΠΥΙΠΗ͂Μ 
uccneqoparenam®. 

IlapamnenbHo c ΠΡΗΒΟΠΣΙΠΗΜΟΣ ab TEKCTOM YkKa3bIBaloTcH 
pasHouTeHna c Codex Dionisius 570 (= D) 7. 


12 WYurepecHbie My3bIKOBequecKHe HaOMOAeHMA, Kacalol{Meca TpakTaTa MoaHna 
Ππγομᾶπμηᾶ, Bbicka3ata JIMaHa TymMat B cBoeM oKiaze Ha XY111 MexayHapoaqHoM 
Konrpecce BH3aHTHHHCTOB. KpaTkmMe ero Te3McbI HareyaTaHb!: Jouliatos D. Joannes 
Plousiadenos and his on music // XVIII-th International Congress of Byzantine 
Studies: Summaries of Communications H. Moscow 1991. 1180. 

“ BrarofapaA ΠΟΜΟΙΠῊ HU ΠΙΟΟΘΒΗΟΟΤΗῊ ZoKTopa ΓΡΜΓΟΡΜΗ CraTuca, MHe ὙΠΆΠΟΟΡ 
MOAVYUUTh ΜΗΚΡΟΦΉΠΕΜ Codex Dionistus 570. Ho ero KavecTBO OKa3QJIOCb CTONb 
ΠΠΌΧΗΜ, UTO 3TM pasHOUTeHWA - CEHMHCTBEHHOe, YTO MHE C ΤΡΥΠΟΜ ΥὙΠΆΠΟΟΡ 
yCTaHOBMTb MO CTOJIb HEKAYECTBEHHOMY MUKPO(WIbMy. 

K coxkasieHH0, ΠῚ MCHA OCTaNach MoKa ΗΘΠΟΟΤΥΠΗΟΘΗ͂ MOKTOPCKaA ΠΜΟΟΘΡΤΑΙΓΜΗ 
AHTOHMOca AJIMTVW3aKMca (Αλυγιζακῆς A. ‘H Ὀκταηχία στὴν Ἑλληνικῆ Λειτουργικῆ 
Ὑμνογραφία. Θεσσαλονίκη 1885), Β KOTOpoH (cormacHo moxnany J. ἵγπματ Ha XYIII 
MexayHapogHoM KoHrpecce BUSAHTMHUCTOB) Ha crpaHuyax 230 - 239 ony6nMKoBaH 
rpeyeckHit TekcT ΟΟἸΜΗΘΗΜΗ Moanna Ππγομάπμηα mo Codex Atheniensis 968 (ΧΥΤΙ- 
XYIII ss. ). 
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Chapter III. 


"The Exposition of Art" by Iloannes Plousiadenos. 


According to the documents which have reached us, the whole 
life of Ioannes Plousiadenos was marked by his struggle for the 
union of Western and Eastern Churches! . He was born in about 
1429 on Crete, and for a long time his life had been connected with 
this island. The origin of his nickname Πλουσιάδινός still remains 
unclear. It is supposed to have come from the name of a small town 
of Πλουσιάς. Everything speaks for his having had good education in 
his youth. It is not improbable that he had even spent some of his 
youth in Constantinople. Already in 1455 he becomes a pniest. At 
first Ioannes Plousiadenos had joined the antagonists of Florentine 
Union, concluded officially as far back as July 6, 1439, and aimed at 
the union of Western and Eastern Churches. But some time later he 
decidedly took a side with the adherents of the Union and remained 
faithful to it till the end of his days. Florentine Union is known to 
have sown discord in the minds of the Eastern Christians and was 
the cause of infinite arguments and ideological conflicts which lasted 
for many years and were especially violent on Crete. At that time the 
Isle of Crete was both a colony of Venice and the centre of Ancient 
Hellenic culture. As a result of religious strife loannes Plousiadenos 
became one of the 12 clergymen, whose pro-Western activity 
brought about a highly negative reaction from the Orthodox 
population of Crete, and in spite of the support of Venetian 
authorities of the island they were persecuted. They had to unite in a 
single temple, for they had been expelled out of all others. They had 
the certain support of the Roman curia and of the Latin patriarch of 
Constantinople Bessarion the famous and old adherent of Florentine 
Union. The latter even conferred the title of "the Archon of the 


! The most interesting materials about the life of Ioannes Plousiadenos are to be found 
in a remarkable article: Manoussakas M. Recherches sur la vie de Jean Plousiadenos 
(Joseph de Méthone) // Revue des Etudes Byzantines 17, 1959, 28-51. The 
information, concerning the biography of Ioannes Plousiadenos given here, is borrowed 
from this article. 
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Churches” on loannes Plousiadenos, who had become at first the 
vice-archpriest of Candia (Χάνδακα), and then the archpriest of the 
former capital of Crete by 1467. However, the conflict between the 
absolute majority of the Union antagonists on Crete and _ its 
adherents, who were not so numerous, did not abate but became 
even more heated. People did not attend divine services, officiated 
by the priests from the group of loannes Plousiadenos, and in the 
early seventies he had to leave the island. 

For some time the exile assisted the daughter of a 
Constantinople noble man in her striving for the foundation of a 
Greek colony not far from Siena. But this plan was never to come 
true. As years passed he had lost his post on Crete and all his 
attempts to reinstate himself in it were vain. Now, just as in the time 
of his youth, he had the order of a simple priest? . However, at the 
very beginning of the nineties he was elected the bishop of Methone 
and got the name of "Joseph, the bishop of Methone”. But he did 
not stay long there and already at the beginning of 1497 moved to 
Venice. 

In 1499 the bishop decided to visit his motherland, the Isle of 
Crete, to continue his sermons there and, probably, to settle his 
financial affairs. But his return to Crete coincided with the beginning 
of the second war between Turkey and Venice (1499-1501) and 
Methone turned out to be in danger. The aged Bishop Joseph 
returned there and heartened the citizens and the soldiers during the 
seige of the city by the Turks. For more than a month Venetian 
fortifications had been withstanding the assaults of the Turks. But by 
August 9, 1500 the Turks managed to capture the city where they 
held a rea] massacre. It was then that Bishop Joseph, formerly called 
Ioannes Plousiadenos, perished with.a cross in his hands. 


2 The interesting documents concerning the conflict about the church ownership of τοῦ 
4 were published in the article: 
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He was a man of versatile talent. loannes Plousiadenos left us 
the brilliant polemic pages in defence of Florentine Union and the 
idea of the union of the Churches. Poetic works can also be found 
among his heritage: a canon in honour of the VIII Florentine Synod 
and a canon dedicated to St. Thomas Aquinas. There exist a certain 
number of manuscripts of various content created by lIoannes 
Plousiadenos himself? . But his musical activity is worth particular 
attention. , 

During all his life Ioannes Plousiadenos considered himself not 
only a priest but " a chanter" in the most general sense of the term 
ψάλτης. He constantly mentions this in the signatures to his 
manuscnipts. Thus, in the Codex which bears no relation to music 
and is kept in the library of Vienna University at present - Codex 
Vindobonensis Univ. I 53 (I 231-698) - he signs: "... Ἰωάννου ἱερέως 
tod Πλουσιαδηνοῦ τάχα Kai ψάλτου "4 . And his manuscript, dated 
1467 (Codex Lavra 545 (E 83), when he was already "the Archon of 
the Churches" and the vice- archpriest, is signed as follows: “" Θεοῦ to 
δῶρον καὶ πόνος Ἰωάννου, τὸ πίκλην Πλουσιαδηνοῦ, τάχα καὶ ϑύτου, 
ψάλτου τε καὶ ἀρχόντος τῶν ἐκκλησιῶν, πρωτοπαπᾶ δὲ βίτζε Χάνδακος 
Κρήτης". In the twilight of his life, already the Bishop of Methone, 
he continued his musical activity. In the only letter of his which has 
survived, dated April 9, 1499 or 1500 and full of his troubles about 
elevating some deacons to priests, full of hatred towards his enemies 
and speculatuions about the inevitability of the imminent war, he 
mentions with pleasure that "... ypad ἡμᾶς ὁ πρωτοψάλτης Lirias, 
ὅτι ἀποστείλωμεν αὐτῷ τινα μουσικῆς μαϑήματα “© - "...᾿ the 


* About the autographs of Ioannes Plousiadenos see: Vogel M., Gardthausen V. Die 
griechischen Schreiber des Mittelalters und der Renaissance (Beiheft zum Zentralblatt 
fur Bibliothekwessen, 33), Leipzig 1909, 185-186; Politis L. Fine Schreiberschule im 
Kloster τῶν Ὁδηγῶν //BZ 51/2, 1959, 278; Πατρινέλης X. r. Ἕλληνες κωδικογράφοι 
τῶν χρόνων τῆς Αναγενήσεως // Ἐπετηρὶς τοῦ Μεσαιωνικοῦ Αρχείου 8/9, 1958-1959, 
102- 103. 

4 See: Bick J. Die Schreiber der Wiener gniechischen Handschniften. Vienne 1920, 73- 
74 (Museion. Abhandlungen I). 

> See: Manoussakas M. Op: cites 37. 
6 Hardt Ign. Catalogus codicum manuscriptorum graecorum Bobliothecae Regiae 
Bavaricae. T. I], Monachii 1806, 256. 
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prtopsaltos of Sithie writes to us asking to send him some of our 
musical matimata". 

All this evidences that throughout his life, irrespective of his 
official posts and hardships, Ioannes Plousiadenos never ceased to 
consider himself not only a clergyman but a creator of divine music 
as well. 

We have his musical autograph at our disposal - Codex 
Dionisius 570’ - the analysis of which can help us understand 
Ioannes Plousiadenos as a musician in a correct way. 

First of all, Codex Dionisius 570 helps to reveal the artistic 
tastes of its author. One can easily see that the majority of the 
melourgs, mentioned in the manuscript, are the outstanding 
Byzantine masters: Ioannes Glykes, Ioannes Koukouzeles, Xenos 
Korones, Ioannes Kladas and Ioannes Laskaris. It is their works that 
form the essential part of the codex. Very seldom we can meet there 
the chants by Jess prominent authors. This undoubtedly speaks for a 
perfect taste of JIoannes Plousiadenos and for his thorough 
knowledge of church music repertoire. 

The same manuscript contains valuable material for studying 
the musical creative work of Ioannes Plousiadenos. It is supposed to 
have been written by him in the evening of his life, for on its folios 
one can find not only the works by “Iereus Ioannes Plosiadenos’, 
but also the mele by “Joseph, the Bishop of Methone". Hence, they 
scribe included here those of his chants which he considered the 
worthiest of those created in different periods of his life. They are: 

"“Tepapyav καὶ ϑείων πατέρων χόρον συνάξασα σήμερον f 
σεπτὴ βασίλισσα Θεοδώρα" (ἦχος TA. β΄). 
"Ὁ ποιητὴς καὶ λυτρωτής μου, πάναγνε" (νενανω). 
"Ὁ διὰ σὲ ϑεοπάτωρ" (ἦχος δ᾽). 
“Ἐν τῇ ἐρυϑρᾷ ϑαλάσσῃ" (ἦχος TA. o ). 
"Τίς μὴ μακαρίσει σε" (ἦχος TA. B ). 


7 Its detailed description can be found in the book: Στάϑης Mp. Τὰ Χειρόγραφα... B, 
698-712. 
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"Ὑπὸ τὴν σὴν, Δέσποινα, σκέπην" (βαρύς). 

"᾿Ανύμφευτε Παρϑένε" (ἦχος πλ. δ᾽). 

"᾿Ασπόρως ἐκ ϑείου Πνεύματος" (ἦχος y). 

"Μεγαλύνει ἡ ψυχή μου τὸν Κύριον" (ἦχος πλ. 8 ). 
"Πάντα ὑπὲρ ἔννοιαν" (ἦχος B ). 

"Τὸ ἀπ αἰῶνος ἀπόκρυφον" (ἦχος 5 ). 

"Τὴν ταχεῖάν σου σκέπην καὶ τὴν βοήϑειαν" (ἦχος TA. o ). 

However, besides these chants other mele are to be found in 
various manuscripts too. For not infrequently it happens that a 
composer considers some of his opuses to be his best creations but 
life often corrects his choice and it appears that his other works have 
become the most popular (though, naturally, popularity does not 
necessarily imply artistic value). It is not improbable that something 
like this happened to the code of chants, included into Codex 
Dionisius 570 by foannes Plousiadenos himself. Thus, in many 
manuscripts dealing directly with church music practice his 
“Cheroubikon", written in the fourth echos, can be found, whereas 
in the autograph of loannes Plousiadenos from the Monastery of 
Dionysius it is absent. His other chants can be found in separate 
manuscripts. All this seems to be but a part of his artistic heritage 
which has survived. 

Codex Dionisius 570 contains almost all important works on 
musical theory of the Byzantine period, such as those by Pseudo- 
Damascene, Ioannes Laskaris and Gabriel Hieromonachos (of the 
most considerable monuments on musical theory only "The 
Hagiopolites" and a composition on phthorai by Manuel Chrysaphes, 
who lived one generation before [oannes Plousiadenos, are missing 
here). Moreover, “The Great Ison" by Ioannes Koukouzeles is also 
included in this codex, as well as a number of "methods" of such 
outstanding masters as loannes Koukouzeles and Xenos Korones. 

Following this tradition, Ioannes Plousiadenos must have 
created several training chants to help the future chanters in 
mastering their professional skills in the process of chanting. They 
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are 


recorded in the 
Piousiadenos: 

"Ἑτέρα μέϑοδος πάνυ 
ὠφέλιμος, πονηϑεῖσα κατὰ τὸ 
δυνατὸν παρὰ Ιωάννου προ- 
τοϊερέως τοῦ Πλουσιαδηνοῦ. 
᾿Αρχομένη μετά ἀκριβολογίας 
ἀπὸ τοῦ τροπαρίου τούτου, τοῦ, 
᾿Αγίῷ Πνεύματι, ὡς ζωο- 
γονοῦνται καὶ φοωτίζοντι τὰς 
διανοίας τῶν βουλομένων 
σπουδάζειν, εἶτα καὶ αἱ τῶν 
φωνῶν συνϑέσεις κατ ἀριϑμὸν 
ἀρίστως συντεϑειμέναι εἰσίν, 
διαφόρως τε καὶ ποικιλοτρόπως 
καταλεπτόν᾽ ᾿ πῶς δεῖ ἁ- 
νέρχεσϑαι μίαν, ἑτέραν κα- 
τέρχεσϑαι καὶ οὕτω δύο καὶ 
δύο, τρεῖς καὶ τρεῖς, καὶ αὖϑις 
τέσσαρας καὶ τέσσαρας. Med 
ἃς ἀνάβασις καὶ κατάβασις, 
καὶ ἀρχαὶ μαϑημάτων καὶ 
συμπεράσματα τούτων. Et δὲ 
καὶ αἱ ἀρχαὶ καὶ γεννήσεις τῶν 
ἤχων, κυρίων τε καὶ πλαγίων᾽ 
ἥν ἐάν τις ἐπιστημόνως διέλϑη, 
εὐσήσει πᾶσαν ὁδὸν ὁδηγοῦσαν 
αὐτὸν εἰς τὸ εὑρίσκειν ἀπὸ 


τόνου πᾶν padnpc... 


manuscript as 


"a method" of loannes 


“Another — very useful 
method, created by Archpriest 
Ioannes Plousiadenos in accor- 
dance with his possibilities. It 
starts with the exact exposition of 
this troparion of his “To the 
Holy Spirit, life-giving and clari- 
fying the minds of the willing”, 
then [follow] the conjunctions of 
interval signs well composed ac- 
cording to the number [of pho- 
nai], which is apprehended une- 
qually and in a different way; [it 
is shown] how to ascend by one 
[phone] and by another to des- 
cend and also [how to ascend] 
by two and [to descend] by two, 
how [to ascend] by three and [to 
descend] by three, and then [to 
ascend] by four and [to descend] 
by four. After that [follow] rai- 
sing and lowering, the beginnings 
of mathemata and their endings, 
and also the beginnings and the 
origin of the basic and the plagal 
echoi. If someone studies this 
thoroughly he will find the way 
which leads to finding the tone 
of any mathema... " 


This is followed by the aforementioned chant "To the Holy 


Spirit... 
the following words: 


"and then goes the introduction to the method chanted to 
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"Ἐνταῦϑα ἀρχόμεϑα "From here do we start to | 
διδάξαι ὑμᾶς, ὦ μαϑηταί, τὴν teach you, pupils, the art of 
παπαδικὴν τέχνην καὶ ἐπι- Ῥαρδάϊκα and the knowledge 
στῆμην, ἥτις καὶ μουσικὴ λέγε- which is also called music. So, 
ται. ἀκουέτω τοΐνυν νουνεχῶς let anyone who wants to study 
πᾶς ὅστις βούλεται μαϑεῖ ἀκ-- precisely the ascension and the 
ριβῶς ἀνάβασιν καὶ κατάὰὰὰ descension in all art, listen | 
βασιν πάσης τῆν τέχνης sensibly." | 
Ἰωάννου tod Πλουσιαδηνοῦ." | 


The exposition of the method is concluded with the following 
words: 


"Ταῦτα πάντα ὡς ὁρᾷς, "All that you can see, my 
ὦ φίλος, συνετέϑησαν παρὰ dear, was created by Ioannes 
τοῦ πρωτοϑύτου καὶ ἄρχοντος Plousiadenos the Archpriest and 
τῶν ἐκκλησιῶν." the Archon of the Churches”. 


Then the same small treatise, which can be found in RAIC 63, 
is given in Codex Dionisius 5708 . 

The aim of this treatise is to elucidate the system of echoi in a 
more detailed and manifold way, rather than to be confined to 
describing only the basic and the plagal echoi. The point is that 
means of expression of church music had been vigorously developing 
and the traditional forms of mode tonality relations were chanting. 
The old connections of mode tonality planes, being in fourth and 
fifth interval relations, that is, in conjugations which corresponded to 
the basic and the plagal echoi, were replaced by the new and the 
more multiform ones. The outstanding masters had never followed 
theoretical dogma but always broke it. It refers in full measure to the 
artistic usage of the system of echoi. But with the creative example 


8 The text of the treatise in Codex Dionisius 570 is succeeded by” Ἢ σοφωτάτη 
παραλλαγὴ Ἰωάννου ἱερέως τοῦ Πλουσιαδηνοῦ “ and by the corresponding diagram of 
the tetrachordal system. Later this diagram became widely spread and was often given in 
manuscripts. Thus, such a diagram, skillfully done and brought by Porphyry Uspensky 
from Mt. Sinai (Greek 500) where it had been in the Codex of 1689 (see: Beneweeuy B. 
OmnncaHne... I 639), is kept in the Russian National Library. The diagram from the 
Sinai manuscript is an exact copy of the one from Codex Dionisius 570 (see its 
photocopy in the book: Στάϑης Ip. Τὰ Xeipdypaga... B, 707). As to the parallage itself, 
it is also often found in manuscripts, for example: Παπαδόπουλος- Κεραμεὺς A. 
Βυζαντινῆς ἐκκλησιαστικῆς μουσικῆς ἐγχειρίδια, BZ VIII, 1899, 117. Idem. 
Μαυροκορδάτειος βιβλιοϑήκη B, 116, 119. 
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of the innovators beginning to spread, such novelties in musical 
theory sooner or later were to be registered. 

To introduce those changes into musical practice it was 
necessary to comprehend all mode tonality pitch levels not as 
separate objects but as the elements of one system which were 
constantly in touch with each other. In other words, it became 
indispensable to give theoretical meaning to various mode tonality 
connections which presupposed allocation at any interval distance 
from each other and their mutual coordination. 

It is with this purpose that the theory of church music informs 
about the existence of the extended mode tonality system, or rather, 
of the same, the former mode tonality system but given in a slightly 
different interpretation, when the dualistic concept, based on the 
contrast "the basic - the plagal”, was replaced by the statement about 
the existence of not only the relations between the basic and the 
plagal echoi, but also of μέσοι (the middle echoi) napapécor (the 
paramiddle echoi), παραπλάγιοι (the paraplagal echoi), napaxupior 
(the parabasic echoi). Besides, such categories as διφωνία, τριφωνία, 
τετραφωνία and other appeared. They made it possible not only to 
establish the place of each echos as regards other echoi which could 
be placed at any interval distance from the initial one, but also to 
give them definitions which made it clear how they correlated with 
it. 

It was a real theoretical renovation of the traditional oktoechos 
bringing musical theory closer to musical practice where the similar 
processes had started, naturally, much earlier. 

Realizing only too well the conventional and relative character 
of comparing the categories of musical theory, engendered by the 
artistic practice of individual musical systems which had sprung up in 
different historical periods in distinctive cultures, I shall still permit 
myself to make a comparison. 

The above-mentioned innovations which appeared in 
Byzantine church practice at the turn of the XIVth-XVth centuries 
seem to have something in common with the new approach to mode 
tonality phenomena of musical practice in European musicology of 
the XIXth-XXth centuries, when the old and rigid theoretical order 
of tonic-dominant (T - D) and tonic-subdominant (T - S) tonality 
connections were replaced by the more multiform theoretical 
precepts. It was then that such definitions as, for example, “major 
tonality of the II degree”, “minor tonality of the IIT degree" and the 
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like appeared. It was also a certain reaction of musical theoretical 
thinking on the changes of modulation processes which were taking 
place in musical art. Musical science was to master new, more 
diverse and less rigid contacts between tonalities. 

No doubt, the mode tonality standards of European music of 
the X[Xth-XXth centuries do not in the least resemble the oktoechos 
system, used in Byzantium in the XIVth-XVth centuries. The 
phenomena compared by me here differ in many other ways. Thus, 
for example, such European terms as "tonality of the I] degree’, 
“tonality of the III degree" and the like appeared exclusively in 
theoretical spheres for analysing music material. In Byzantium quite 
the opposite was the case: μέσοι, παραμέσοι, διφωνία, τριφωνία and 
all other terms had sprung up directly in musical practice, in the 
creative activity of melourgs as a means of denoting new mode 
tonality connections in a notation text, and it was only later when 
they passed into theory. 

However, notwithstanding all the differences, the Byzantine 
middle, paramiddle, paraplagal, parabasic echoi, as well as 
diphoniai, triphoniai, tetraphoniai etc., were, in fact, the same tools 
of theoretical approach to the new artistic phenomena which in 
New-European musicology are defined as tonalities of specific 
degrees. 

Whether Ioannes Plousiadenos had the priority of creating the 
new concept or not is a matter of future special studies. But it seems | 
that even now we can speak of the facts which evidence against his __ 
having been the reformer of the theory of echoi. 

In Codex Atheniensis 2401 (XV c. ) on fol.223 there is a small 
H ἑρμηνία (sic) καὶ παραλλαγὴ τῆς μουσικῆς τέχνης " ascribed to | 
Ioannes Laskaris, where the system of echoi which includes all the 
aforementioned new categories is given? . loannes Laskaris had live a | 
| 


os 


generation before loannes Plousiadenos. As is known, in 1411, 
already a famous melourg, he left Constantinople for Crete where he 
lived till 1418. Unfortunately, there are no further traces of his life 
left! . Hence, the new theoretical concept of oktoechos had been 
known before the time of Ioannes Plousiadenos. 


9 Its Greek text with the English translation is published in the article: Bentas Ch. The 
Treatise on Music by John Laskaris// SEC 2, 1966, 21-27. 

The most interesting archive materials dealing with the life of loannes Laskaris were 
published by M. Manoussakas: Μανούσσακας M. Μέτρα τῆς Βενετίας ἔναντι τῆς ἐν 
Κρήτῃ “ἡ ἐπιρροῆς τοῦ Πατριαρχείου Κωνσταντινουπόλεως καὶ ἀνέκδοτα βενέτικα 
ἔγγραφα (1418-1419) // ΕΕΒΣ 30, 1960. eae 109, 116. 
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An even Ioannes Laskaris can hardly be considered the author 
of this concept. The new approach to oktoechos is given in its final 
variant in Codex Atheniensis 2401. But such theoretical concepts 
cannot arise at once, but are formed gradually, being worked out, 
specified and extended. Therefore, there may have been two ways by 
which the new ideas got into the work of Ioannes Laskaris: firstly, he 
might have borrowed them from some earlier source, and secondly, 
he may have been the author who just recorded in a theoretical work 
only what had already been known and popular among the melourgs 
of that period. There are grounds for supposing that the renovated 
theoretical interpretation of the oktoechos system is an echo of the 
dramatic changes in musical language which were most active in the 
first half of the XIV century when the so-called kalophonic style 
connected with the radical changes of melodic forms of musical 
material and its mode tonality aspects, started to develop!! . Thus, at 
the turn of the XIV-XV centuries "theoretical justification" of what 
had started in music a century before was completed. Here again 
musical theory is behind musical practice. 
| Hence, Ioannes Plousiadenos obviously is not the author of 
the new concepts of the oktoechos system. However, he does not 
| attribute this merit to himself. Quite the contrary, in his work he 
mentions the achievements of "the ancient men” in this domain. It is 
| not improbable that the theoretical concepts of music, professed by 
Ioannes Laskaris had got into the field of vision of loannes 
Plousiadenos rather early to become the inherent part of his own 
convictions later. loannes Laskaris is known to have lived and taught 
on the Isle of Crete, the native land of loannes Plousiadenos, for 
| some time. It is highly conceivable that Ioannes Plousiadenos's 
teacher was a pupil of Ioannes Laskaris who acquainted the future 
bishop of Methone with a new theoretical concept. A certain indirect 
proof of such supposition can be found in text of the work by 
Ioannes Plousiadenos in which he expresses regret that "the ancient 
men” who had lived before him, “had written very little about the 
essence of the matter and in expressions too brief at that”. 
Comparing the theoretical essay of loannes Laskaris, written in a 


11 For more details about see: Williams E. The Treatment of Text in the Calophonic 
Chanting of Psalm//SEC 2, 1971, 172-193. fdem. A Byzantine “Ars Nova": The 14th- 
century reforms of John KoukouzZeles the chanting of Great Vespers//Aspects of the 
Balkans Continuity and Change (Contribution to the International Balkan Conference 
held at ULCA. October 23-28, 1969). Mouton the Hague - Paris 1972, 211-220. 
Στάϑης Γρ. Oi avaypappatiopol..., passim. 
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very compressed manner, with a more extensive work by loannes 
Plousiadenos, we can assume that the latter implied the text of 
Ioannes Laskaris, who had visited Crete even before lIoannes 
Plousiadenos was born. 

Unfortunately, the text of Ioannes Plousiadenos in RAIC 63 
lacks not only neumatic examples but even the martyria of echoi. It 
is difficult to say now, what list had been chosen by the scribe of 
RAIC 63 for the source and what were the reasons for his having 
copied the text only, leaving out all notation signs. If anything, this 
circumstance makes a thorough musicological study of the work by 
loannes Plousiadenos by RAIC 63 practically impossible. Such 
special study is a matter of future and is to be connected with the 
publication of the text from Codex Dionisius 570. Giving the text of 
the work from RAIJC 63 here, I hope that its publication will be of 
some help for its future researchers!2. 

Variant readings of the text, as given in Codex Dionisius 570 (= 
D), run parallel with the text below!> . 


Epes | 


Plousiadenos, were made of Diana Touliatos in her report at the XVIII International 
Congress of Byzantine Studies. Its brief theses were published in: Touliatos D. loannes 
Plousiadenos and His Treatise on Music//XVIII-th Intemational Congress of Byzantine 
Studies: Summaries of Communications II, Moscow 1991, 1180. 

31am deeply grateful to Dr. Gregorios Stathis for having provided me with a 
microfilm of Codex Dionisius 570. Unfortunately, its quality tumed out to be so poor 
that those variant readings are the only thing I managed to establish by that microfilm. 
Unfortunately I have had no possibility so far to read the doctoral dissertation of 
Antonios Alygizakes ((Αλυγιζακῆς Α. Ὁκταηχία στὴν Ἑλληνικῆ Λειτουργικῆ 
Ὑμνογραφία. Θεσσαλονίκη 1885) in which (according to the report of D. Touliatos at 
the XVIII-th International Congress of Byzantine Studies) on p. 230-239 the Greek 
text of the treatise by Ioannes Plousiadenos from Codex Atheniensis 968 (XVII-XVIII 
centuries) is published. 


12 Some interesting musicological observations concerning the treatise of Ioannes 
| 
| 
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Codex Petropolitanus RAIC 63 
(fol.52-54v) 


‘ ᾿ ' πὸ 
52 Ετέρα παραλλαγή, ἥτις λέγεται ἑρμηνεία τῆς τέχνης. 
Μετὰ ταῦτα ἐδοξέΐ μοι καὶ κανόνιον TI? μικρὸν 
ἐκϑῆναι, 
διαλαμβάνον εὐχερῶς τὴν τῶν πλαγίων ἤχων δύναμιν καὶ 
ἐνέργειαν, καίπερ γὰρ οὐ κύριοι, ἀλλὰ πλάγιοι ἐτάχϑησαν 
5. εἶναιΐ, ἔχουσι καὶ αὐτοὶ μεγάλας ὑποστάσεις τε καὶ 
δυνάμεις, 
ἣ ὸ ᾿ ’ 4 t - 1 6 \ ? 
ἔχουσι γὰρ AVTOL διφώνους καὶ τριφώνους᾽ καὶ ὁ μὲν πλάγιος 
τοῦ a CVS 
[ἢ 6 4 τος. ὼ ~ f ὼ U 2, 
ὅς καὶ a “5 Ev τοῖς πλαγίοις ἐστί, δίφωνον ἔχει τον 
γον 1, ὁ δὲ 
πλάγιος τοῦ B OY 8 δίφωνον ἔχει τὸν τέταρτον. ὁ δὲ9 
πλάγιος τοῦ γ 


ἤγουν ὁ βαρύς, δίφωνον ἔχει τὸν a CY 1] ὁ δὲ πλάγιος τοῦ 
δ᾽ 0ὺ 12 


τοὺ 10 
’ 


10. δίφωνον ἔχει τὸν β΄ PY 13 καὶ ὁ μὲν πλάγιος τοῦ δ᾽ CP 14 
τρίφωνον 
ἔχει τὸν γ °Y 15 ὁ δὲ πλάγιος!6 τοῦ y CY, ἤγουν ὁ βαρύς, 
τρίφωνον 
ἔχει τὸν a OY 17, ὅς 8 φϑοριζόμενος ἀποτελεῖ τὸν νενανώ. 
ὃ δὲ19 
ποῦ 20 


πλάγιος τοῦ α τρίφωνον ἔχει τὸν δ᾽ CY 21, 


I'D: ταῦτ΄ ἐδοξέ 2. Di κανόνιόν τι 3. ἢ: ἐκϑεῖναι 4D: εἶναι, ὁ μέν 5. Ὁ: τοῦ 
πρώτου ὅ. : ὅς -- ἐστί abest 7. D: τὸν τρίτον 

ὃ Ὁ; τοῦ δευτέρου ἡ. Π: ὁμέν [9 D: τοῦ τρίτου |. Ὁ: τὸν πρῶτον 12 12. Ὁ: τοῦ 
τετάρτου ᾿". Ὁ: τὸν δεύτερον 15. Ὠ: τοῦ τετάρτου |, Ὁ: τὸν τρίτον 16. Ὁ: πλάγιος τοῦ 
Y χουν non habet he . Ὁ: τοῦ δεύτερον |. Ὁ: ὅς -- τὸν νενανώ non continet 19. Ὁ: ὁ 
μέν . Ὁ: δευτέρου “*. Ὠ: τὸν πρῶτον [neuma] ὅς φϑοριζόμενος ἀποτελεῖ τὸν νενανώ 

ἦς {πομ14] ὃ δὲ πλάγιος τοῦ πρώτου [neuma] τρίφωνον ἔχει τὸν τέταρτον. 
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; 
EvtadSa βεβαιοῦται καὶ ὁ παλαιὸς ἐκεῖνος κανὼν ὁ λέγων 
πᾶσα 
, A 2 4 Ν᾿ ~ a 92 a f A 7 } 
15. τριφωνία τὸν αὐτὸν ἦχον ποιεῖ, εἴτε22 ἀναβάσει καὶ αὖϑις 
ἐν κατα-- 
f . 2 ‘ t e 2 4 ’ ' ἤ 3 A \ ‘ 
βάσει οὐχ ὅμοιος δὲ ἔπι πᾶσι καὶ κατὰ πάντα, ἀλλὰ NOTE μὲν | 
ἀπὸ μέλους, ποτὲ δὲ ἀπὸ23 παραλλαγῆς, καὶ ποτὲ μὲν obta4, 
ποτὲ ὃ ἀλ-- 
λέως, καὶ ποτὲ μὲν ἀπὸ μέλους μόνον, ποτὲ ὃ dno 
παραλλαγῆς 
καὶ μέλους μόνου 7, ποτὲ δὲ 28 ἀπὸ παραλλαγῆς μόνης. 
εὑρήσεις γὰρ ἐν τῷ 
20. οἴκῷ τοῦ πλα (γίου) δ᾽ °Y 29 τὸν αὐτὸν, καὶ τρίτον 
καὶ μέσον β 
τριφωνίας2 ποιήσας εὑρήσεις β 


τον 30 


=O) 1] πον gg 


a ~ 
ὥστε ἀπὸ μὲν TOD γ 
a 1 4 


απο 


ag 34 —OV 36 


, ἤγουν τοῦ νέανες", εὑρήσεις γ 
τρεῖς φωνὰς ἀριϑμήσας. 

ὁ γοῦν θεμέλιος καὶ πάντων ἡμῖν τῶν καλῶν ἡγεμὼν καὶ οἷον 
φῶ- 

στὴρ τῆς καϑ ἡμᾶς ἐπιστήμης, ὁ μακαρίτης ἐκεῖνος μαίστωρ 

κύ- 

25. ριος Ιωάννης ὁ Κουκουζέλης ὀνομαζόμενος πάντα ἀρίστως 
ἐκ- 


- Ld 
TOD μέσου 


ϑεὶς καὶ κανονίσας τοὺς δ᾽ 3 τοὺς τέσσαρας ἤχους καὶ 
μόνους38 ἐνέφηνεν ὡς 

εἰσίν. κυρίους καὶ ϑεμελίους αὐτοὺς σχηματίσας καὶ 
παραστῆσας παρέδο-- 

κεν ἐξηγούμενος αὐτῶν, ἄριστα τὴν φύσιν τε καὶ τὴν 

γέννησιν», 
τῶν πλαγίων δὲ κανόνα οὐδένα ἐξέϑετο, ἀλλ ἤ μόνον ἕνα 
30. καὶ γεννικον εὑρεν ἄριστα, ὃν καὶ παρέδωκεν. ἐν γὰρ ταῖς 


22 ἢ. ἕν τε 23, ἢ: δ᾽ ἀπὸ 74D: οὕτως 25. ἢ: ἄλλως 26 26. Ὁ: δ᾽ ἀπὸ 
2] ἢ: ὁμοῦ 28. Ὁ: δὲ καὶ 22. Ὁ: τοῦ πλαγίου τετάρτου 30 DP: δεύτερον 9}. Ὁ: 


τρίτου ““. Ὠ: τριρφωνίαν ἡ. D: δεύτερον . Ὁ: δευτέρου . Ὁ: νέανες © D: 

εὑρίσεις tpitov ΄. D: τοὺς δ᾽ abest 

38 Ὁ: pro verbis ἤχους καὶ μόνους dat καὶ μόνους ἤχους 39 Ὁ: τὴν γένησιν Ὁ pD: , 
γενικόν 
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me " - ῷ 
τέσσαρσι φωναῖς ταῖς ἀνιούσαις:! ταῖς ἀδομέναις οὕτως. 
Διὰ τῶν τεσσάρων ὀλίγων τοὺς πλαγίους τέσσαρας2 
κυρίους ἀπέ-- 
> \ ~ td i " 43 ῖ ~ 
δειξεν. Ev δὲ ταῖς τέσσαρσι κατιούσαις, τουτέστι" διὰ τῶν 
τεσσάρων ἀ-- 
ποστρόφων, τοὺς κυρίους ἤχους τὸ ἀνάπαλιν πλαγίους 
ἐνέφηνε. τοὺς γὰρ! 
/ U 1 \ tf ~ a Lf 4 \ 
52v. κυρίους TAPESOKE* , καὶ οὕτω γεννικῶς ἀπεδειξε. τοὺς γὰρ 
βαϑμοὺς 
τῶν πλαγίων ἤχων ἀναβαίνων ὁ μουσικὸς κυρίους ἤχους 
ἀποτελεῖ. 
᾿ ‘Ff \ ς 2 , ~ -͵ο,οαἼοὺ 3 , i ¢ 
καὶ οὕτω μὲν ὁ2 πλάγιος τοῦ ὃ τέταρτος γίνεται ὁ 
5&4 βαρὺς y °° καὶ 
ὁ πλάγιος τοῦ BOY 5 δεύτερος. ὁ δὲ πλάγιος TOD a OY δα 997 
καταβαί-- 
| 5. νῶν ὃ avtoc’ εκείνους, οὕς ἀναβαίνων αὑτὸς κυρίους 
ὑπο-- 
f a + f 2 fi } Ψ { 
λαμβάνει, πλαγίους εὑρίσκει ἀναμφιβόλως. τοῦτοις οὖν ὡς 
ἕνεκεν μόνοις ἀρκεσϑεὶς ὁ μακάριος ἐκεῖνος ἀνὴρ οὐδὲν 
ἄλλο ἴδιον περὶ τῶν πλαγίων ἤχων παρέδωκε" μὴ 
ἀκριβολογη- 
σάμενος παραδοῦναι περετέρω 0 ἰδίας ὑποστάσεις, ὡς 


κυρίων, 
4 2 “ 12 ’ \ J \ f 
καὶ ἀναμιῖξας" αὕτους εἶναι, καὶ καταλξγεσϑαι 
! 
ἀμφοτέρους, Kail? πλαγίους 
~ ~~ f + ww \ [1 
ἐν τοῖς κυρίοις, καὶ τοὺς κυρίους ἐν τοῖς πλαγίοις αὑτῶν, καὶ οἱ 
μὲν KD- 


εἴρηται 
10. τῶν πλαγίων ἤχων, GAA Eunepreynoar!! αὑτοὺς μέσον τῶν 
f f ~ U = C4 \ f ᾿ f 5 

PLOL κατέρχονται μξχρι TOV πλαγίων οἱ OE πλάγιοι AVEPYOVTAL 


41 ἢ. ταῖς ἀνιούσαις φημί 4242. ἢ: δ 45. Ὁ: τουτέστιν 34. D: τοὺς γὰρ κυρίους ἐκεῖ 
«..» πλαγίους, καὶ τοὺς πλαγίους 
| Ὡ: παρέδωκεν 2. Ὁ: ὁ μέν 3 Ὁ: τοῦ τετάρτου “. Ὁ: καὶ ὁ ὅ. D: τοῦ δευτέρου ©. D: 
τοῦ πρώτου ‘. Ὁ: πρῶτος . Ὁ: αὐτούς 
: Ὁ: παρέδωκεν |" D: περα (ἡ τέρω |! Ὁ: ἐμπεριέχεσϑαι 
| 2 Ὁ: ἄναμιξ ““. Ὠ: τούς 
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ἐπεὶ οὖν καὶ ἡμεῖς 
15. ἐπὶ γεγόναμεν!6 δεῖν φήϑημεν ἐρεῖν τὰ δοκοῦντα καὶ πα- 
ραστῆσαι τοὺς πλαγίους ἤχους, ὡς ἄρχοντας καὶ αὐτούς, καὶ 
ἴσως οὗ φαῦλον μὲν 
οὔτε! 7 ἀπρεπές, ὡς γ᾽ ἐμαυτὸν πείϑω᾽ ἐροῦμεν δ᾽ 


— 
Ἅ a : 
μέχρι τῶν κυρίων, καὶ 4 οὕτω τελοῦνται" ὑπ ἀλλήλων. | 


ἀπομαξάμενοι τὸν 
: ~ 3 i ~ f 2 P τ 
ἱδρῶτα ἀπὸ τῶν παλαιοτερὼν ἄνδρων, ἐξ ὧν 
ἀποσπογγίσασϑαι 8, 
Kall? περὶ τοῦ προκειμένου ἀπήγγειλαν ὅμως μεγάλην 
ἑκαρπωσάμεϑα 
20. τὴν ὠφέλειαν, ὡς ἀπὸ μικροῦ σπινϑηρος᾽ εἴωϑε μὲν 
ἀνάπτεσϑαι πῦρ, 
($j 4 Ph f 21 i =~ , \ ¢ 
OSEV καὶ εἰ τίς" ἡμῖν ἔπεσϑαι βούλοιτο, καὶ ὡς 
διδασκάλους ἡγεῖτο διδάξο-- 
2 ~ w ~ 
μεν αὑτοῖς2 διὰ tod παρόντος κανόνος, διηνεκῶς 
ἔχουσι25 κατὰ νοῦν 
τὰ λεγόμενα ταῦτα2΄. ἁπλῶς γοῦν ἴσϑι καϑολικοὶ" ἐπὶ 
τούτου ὅροι2δ᾽ κυρίους 
μὲν ἤχους γινώσκων, τέσσαρας δηλονότι τὸ28 πρῶτον, 
τὸν δεύτερον, τὸν 
f \ a] Υ͂ —~ * 29 Ul \ 
25. TPITOV καὶ TOV TETAPTOV. πλαγίους SE μόνον“ VOE1, TOV | 
, ~ Q—OV 30 
πλάγιον τοῦ β : 
td ‘ 32 ? ‘ A 
. ἤγουν τον’ βαρὺν, καὶ TOV 
πλάγιον τοῦ τετάρτου. 
, \ ortr a 4 3 ‘ f ͵ Ἁ 
κύριοι δὲ ἐῤρεϑησαν, ἔπειδη αὑὗτοὶῖ KUPLEDOVOL πάντα τὰ 


τὸν πλάγιον τοῦγ CY 31 


μέλη 
καὶ τὰς MSGS οὐ γὰρ δύναταί τις σαι τί μικρὸν μέλος, ὅπερ 


14 p: abest 15. Ὁ: τελειοῦνται |. D: in loco ἐπὶ γεγόναμεν dat ἐπὶ τὴν αὐτὴν ὕλην 
εγόναμεν 1΄. D: οὔτεμέν 18, D: ἀποσπογγίσαντες 
( , χ ͵ a) : ; 0 ᾿ 
. Ὠ: καίπερ ὄλιγα πάνυ καὶ ἐν βραχέσι λόγοις . Ὁ: μέγα 
a mw : 
.D: εἰ τιῶ _D: αὐτὸν . Ὠ: ἔχειν ans D: abest 
25 Ὁ: καϑολικόν **.D:tovtoig ὅρον “΄. D: γινώσκειν 7”. D: τὸν 
29 Dp: μοι 30 Ὁ: τοῦ πρώτου ἡ ' Ὁ; τοῦ δευτέρου 52 1): in loco ἤγουν dat tov πλάγιον 
τοῦ τρίτου, TOV λεγόμενον 


A090 
- 
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30. 


53 


10. 


3D: δή 


Cal . 
οὗ καταλέγει τούτοις τοῖς ἤχοις33, διότι, οὐκ ἔχουσιν 
4 f ὦ ~ 
ἀνωτέρους αὑτῶν 


3 . ; ΝΜ.) | a \ \ « \ ‘ 7 ~~ 35 
ἀλλ, αὗτοι εἰσιν ἄρχαϊ καὶ OLOVEL πηγαῖ AAVTOV TOV 
~~ ‘ 
μελῶν, καὶ OV 
BY rd 4 43 ¥ f 
ἄν τις βούλεται Goa, καὶ ὑψῶσαι φωνήν, διὸ καὶ ἀνιόντες εἰσί, 
> Y "= Ff "ὼ f > f ἤ 
τουτέστιν ἀναβαίνοντες ὅϑεν KALEV πάσῃ ἀναβάσει, κύριον 
ἦχον 
ἐν ἑκάστῃ φωνῇ εὑρήσεις ἐπειδὴ οὐ μόνον ἀναβαίνει τις, 
ἀλλὰ 
\ f \ f ¢ ? ul 
καὶ καταβαίνει, καὶ πλαγιάζει, ὡς δηϑεν ἀναπαυσόμενος᾽ 
ἔχουσι 
\ ᾿ 3 f 2 ἣ 
καὶ οὗτοι τοὺς εἰρημένους πλαγίους αὕτων, καὶ πλαγιάζουσιν 
3 3 ~ 
ἐν αὐτοῖς, καὶ 
’ 3 ἐς . ᾿ \ ? "i 3 f ‘ 
τελείως ἀναπαύονται SLO καὶ πλάγιοι οὔτοι κληϑησαν καὶ 
ἃ 
ἀνα- 


παύσεις, ὡς πλαγιάζονταςΐ τῶν ἐν αὑτοῖςΣ κυρίων καὶ 
ἀναπαυο-- 
᾿ f a 3 ~ ~ * 2 
μένων τελείως EV αὐτοῖς, ὡς υἱῶν ὄντων καὶ γεννημάτων ἐξ 
αὐτῶν 
\ a f A ‘ μ " οκκ ’ 3 
YAP ἔἐγεννηϑησαν καὶ τὴν σύστασιν ἔχουσιν. ἐν TOUT@V δὲ 
πάντων γεν-- 


νῶνται καὶ δίφωνοι, καὶ τρίφωνοι, καὶ τετράφωνοι, καὶ 
νενανοι καὶ νάοι, 
καὶ μέσοι, καὶ παραμέσοι, καὶ κύριοι, καὶ παρακύριοι᾽ καὶ οἵ 
μὲν KU- 
prot ἔχουσι διφώνους, ἔν te ἀναβάσει Kat καταβάσει, τούτους 
ὁ μὲν a OS 4 
ἦχος ἐν ἀναβάσει δίφωνον ἔχει τὸν τρίτον ἐν δὲ τῇ" 
καταβάσει 
τὸν βαρύν ὁ δὲ B “96 ἐν ἀναβάσει δίφωνον ἔχει τὸν 
τέταρτον" ᾿ ἐν 
δὲ καταβάσει τὸν πλάγιον τοῦ δ᾽ CY 8, μέσος δεύτερος λέγεται ᾿ 
καὶ 


33D: in loco τούτοις τοῖς ἤχοις dat τοῖς NOt τούτοις 54 ἢ: καὶ διότι 
35 Ὁ: τῶν μελῶν καὶ non habet 306. DD: ἐπεὶ δέ 
1 D: πλαγιαζόντων 2 D: in loco τῶν ἐν αὑτοῖς datév αὐτοῖς τῶν 
4 Ὁ; πρῶτος 5. Ὁ: abest ὃ. Ὁ: δεύτερος 7D: pro verbis δίφωνον ἔχει TOV 


τέταρτον dat tov τέταρτον ἔχει δίφωνον ἥ. D: tov τετάρτου, οὗτος δὲ ἔστιν ὁ νέανες οὕτως 
᾿ i 
ἘΠῚ ee > και ΄ 
[meuma]o 65 


ὁ μέσος» τρίτος ἐν ἀναβάσει δίφωνον § ἔχει τὸν πρῶτον᾽ ἐν δὲ 
καταβάσει τὸν πλάγιον τοῦ a PY 10 ὁ δὲ δ᾽ Ος I ἐν 
ἀναβάσει δίφωνον ἔ ἔχει 
15. τὸν δεύτερον ἐν δὲ καταβάσει τὸν πλάγιον δευτέρου 5 καὶ 
οὕτως ἐστὶ 
τὸ λεγόμενον λεγέτω, 6 πολλάκις ἀπὸ τῆς διπλοπαραλλαγῆς, 
καὶ βα-- 
ρὺς λέγεται τριφώνους δὲ 15 ἔχουσιν οἱ μὲν κύριοι ἦχοι 
TOUTOUG 
ὁ μὲν a 9S 16 ἐν ἀναβάσει τὸν τέταρτον, ἐν δὲ καταβάσει. 
τὸν πλόγιον 
ὁ δὲ δεύτερος ἦχος ὃ ἐν ἀναβάσει τρίφωνον 
ἔχει TOV α 
20. ἐν δὲ καταβάσει τὸν βαρύν᾽ καὶ ὁ μὲν y 09 20 ἐν ἀναβάσει, 
τρίφωνον ἔχει 
τὸν δεύτερον, ἐν δὲ καταβάσει τὸν πλάγιον δ᾽ OP 21" ὁ δὲ 
§ OS 22 gy ἀναβάσει | 
τρίφωνον ἔχει TOV τρίτον, ἐν δὲ καταβάσει TOV πλάγιον τοῦ | 
πρώτου. 


tod BOY I? 
τον 19 


ἙἘνταῦϑα δὲ καὶ διπλοπαραλλαγη γεννᾶται καὶ ἴσϑι 
καϑολικόν τε καὶ 
γενικὸν ἐπὶ τούτοις κανόνα, ὅτι τὰ μέλη καὶ αἱ φϑοραὶ 
ἀλλοιοῦσι 
25. τοὺς ἤχους καὶ ἄλλους ἀντ᾽ ἄλλων ἀποτελοῦσι, καὶ τὸν μὲν 
πο ρων». 


—OV 2793 28 


OW 26 ἤχον 


4 25 f 4 4 
τον“ δεύτερον γ , Καὶ TOV γ 


δον 29 
A ~ ‘ td \ 4 f 30 id 21 
καὶ καϑεξῆς. ὁμοίως καὶ οἱ πλάγιοι ἔχουσι" Sipovov"!, 
τρίφωνον2 καὶ 


᾿ τς ὁ μέν 10 δ τοῦ πρώτου Ὁ: as pros 12 2: τοῦ δευτέρου 
3. Ὁ: λέγετος 4 ἢ. κοῦροι I ἢ: δ᾽ 15. Ὁ: πρῶτος 
i7 . Ὁ: τοῦ δευτέρου . Ὁ: abest 19 % TOV πρῶτον 20 D: τρίτος ἦχος 
21 ἢ): τοῦ τετάρτου 22 _D: τέταρτος 3. Ὁ: πρῶτον 24 ἢ: δεύτερον 
25 Ὁ: τὸνδέ 26 D: τρίτον 27 ἢ: τρίτον .D: non habet | 
29 Ἡ; τέταρτον Ὁ". Ὠ: ἔχουσι μέσους 7). Ὁ: διφῶνους 
52 Ὁ: τριφώνους ᾿ 
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eee ὁ ὁ ὁ ὅ}ὲ8ὃδὃδὁ ὁ eee Oe 


τετράφωνον53. ὁ YAP γώ: τοῦ 
OHA δίφωνον ἔχει καὶ μέσον᾽" τὸν 
τρίτον τὸ αὑτὸ γὰρ δηλοῖ πθπρωνδνῦὸ καὶ μέσος, μέσον γὰρ 
τῆς τε-- 
30. τραφωνίας᾽ ἡ διφωνία πέφυκεν, ἔχει γοῦν. ὡς εἴρηται. ὁ πλάγιος 
τοῦ α OY 37 ἐν ἀναβάσει δίφωνον, καὶ μέσον τὸν τρίτον, EV 
δὲ poo Ἢ 
βάσεις τὸν βαρύν᾽ ὁ δὲ38 πλάγιος τοῦ β΄“ ἢ δίφωνον ἔ ἔχει 
ἐν ἀναβάσει 
τὸν § OY 41 ἐν καταβάσει τὸν πλάγιον τοῦ δ᾽ “ἡ 42 ὁ δὲ 
βαρὺς ἐν ἀναβάσει 


δίφωνον ἔχει τὸν πρῶτον, ἐν δὲ καταβάσει τὸν πλάγιον τοῦ 
τοῦ 43 
α 


53v 6 δὲ πλάγιος τοῦ & OY! ἐν ἀναβάσει δίφωνον ἔχει TOV 
BOY 2 aay ae 
καταβάσει TOV πλάγιον τοῦ BC” 3° τριφώνους δὲ" ἔχουσι 
τοιούτους. 


τοῦ 6 τρίφωνον ἐν ἀναβάσει τὸν δ᾽ “7 


ὁ μὲν πλάγιος τοῦ α 
Vv 
ἔχει. 

ἐν δε καταβάσει τὸν πλ. ὃ β᾽ Ὁ 3. ὁ δὲ πλάγιος τοῦ 

δευτέρου ἐν 
5. ἀναβάσει τρίφωνον ἔχει τὸν a °Y 19, ὄς φϑοριζόμενος ὡς 
of 

εἴρηται 

2 “ ‘i Ἑ 11 a \ f i ; 

ἀποτελεῖ tov vevavav!!, ἐν δὲ καταβάσει TOV βαρὺν. ὃς 

φϑο- 
ιζό Ι2 λέ : δὲ βαρὺς ἐν ἀναβά ἰφω-- 

ριζόμενος!" λέγετο ὁ ρὺς σει τρίφω 

νον ἔχει τὸν B ΟΥ 13, ἐν δὲ καταβάσει τὸν πλάγιον τοῦ 

δῪ 14 σὲ 


33 rE: τετραφώνους͵ 34 Ὁ; τοῦ πρώτου 75. D: in loco ἔχει καὶ μέσου dat καὶ μέσον ἔχει 

6 D: δίφωνος ΄. D: τοῦ πρώτου 38. Ὁ; abest 
39 Ἢ; τοῦ δευτέρου 79. D: abest 41D: τὸν τέταρτον ἔχει, 42 D: τοῦ τετάρτου 45 Ὁ: 
τοῦ πρώτου 

1 D: τοῦ τετάρτου 2 Ὁ: τὸν δεύτερον 3. Ὁ: τοῦ δευτέρου 4 ἢ: δ᾽ 

5 ἫΝ ἔχουσι τούς 6 τῇ τοῦ πρώτου ᾿. D: τὸν τέταρτον *_p: πλάγιον 9. Ὁ: τοῦ δευτέρου 

0 ἢ: τὸν πρῶτον ''.D: oe 
: -D: φϑοριζόμενος γένεται *7. 3 Ἡ: τὸν δεύτερον [4 D: τοῦ τετάρτου 

667 


ΜΒ... ὑπὸ “.ν,,.....,. δου κὰδ 


10. 


15. 


20. 


25. 


πλάγιος τοῦ 8 OY 15 ἐν ἀναβάσει Sipwvov'® ἔχει tov yO” 17, 


ὺ 
ἐν δὲ κατα-- 
t x f ~ —ODvO 18 \ 4 f ~ 
βάσει τὸν πλάγιον τοῦ α κατὰ τὸ μέτρον τῆς 
παραλλαγῆς, κατὰ δὲ 
1 f ~ 4 4 f 4 f 
τὸ HETPOV τῆς διπλοπαραλλαγης καὶ TOV κανόνα TOV λέγοντα, 
ὅτι 
πᾶσα τριφωνία τὸν αὐτὸν ἦχον ποιεῖ οὕτως τρέπεται εἰς πλά-- 
γιον τέταρτον ἀκωλύτως ἔχουσι δὲ καὶ τετραφώνους οὕτως ὁ 
μὲν πλά-- 
τὸν a OY 20 ὃς κύριος αὐτοῦ καλεῖται, 
a 
οὗτος ἐστὶν ὁ κα-- 
λούμενος κύριος2! τῶν ἄλλων τετράφωνος, εἰ οὖν καὶ οἱ 
ἕτεροι τρε ἴς 
, ’ ae 22 ae 2 a. ἐν 
κύριοι, TETPAPOVOL εἰσὶ τῇ POEL καὶ τῇ τάξει. ἀλλ, οὖν 
οὗτος τῶν ἄλλων 
- ; 
ὑπερέχει ἀφ ἑνὸς γὰρ ἑκάστου πλαγίου ἤχου τέσσαρας φωνὰς 
ἀναβάς, ῥᾳδίως εὑρήσεις τὸν κύριον αὐτοῦ, ὃς καὶ τετράφωνος 
λέ-- 


γιος τοῦ a OV 19 


3 ~ 3 ~ «CS iF 2 ~ 
γεται, ἐπειδὴ EK τοῦ ὑποκειμένου ἤχου τεσσαρας ἀνῆλϑε23 


͵ i 
φῶνας, ὥσπερ 


=O’ 25 


&v δηλονότι ἀπὸ τοῦ πλ. 2 ἃ εἴπης οὕτως 


ὡωρφουννθνοϑοουδθδοθνφάνασπου φΦουνΦνφόφθνον sue eeeeseeeseeseasneeneeevneonnevevssseeeesreeeoeeeoerasetusueeeeta 


φοουυυνθοννφοοόοφόνυνόυνθυννουϑυοονυθονύοονουνυσονυὸ ὁ θνοθφόδοοδε ποὺ δοοσνεν σὺ θάνο ἀφ δυησοουφννφόφούου θα ο 


φοφνυνυνσουνονουθοῤνυσφενουουσουνθυφόφοθυῤσόνύυφοθοοοροοούυΨρουοδορυυ σσννυν θοθοδφοφοφῦ συ ον ὐθόννυφυδπόθώονυ»ν 


ἀπὸ δε26 τοῦ πλαγίου τετάρτου οὕτως: 


IS Ὁ: τοῦ τετάρτου Ι6 ἢ: τρίφωνον |”. D: τὸν τρίτον 
18 Ὁ: τοῦ πρώτου Ὁ: τοῦ πρώτου ““. Ὠ: τὸν πρῶτον “᾿. Ὁ: κυρίως 
22 p: τῇ φύσει TE 23 Ὁ: ἀνῆλϑες 24 ἢ. πλαγίου 25 D: πρώτου 


26 PD: abest 


27 D: non habet 
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30. 


34 


10.. 


) , P ’ 
Ενταῦϑα γοῦν ἔγνως τοὺς πάντας κυρίους τετραφώνους, 
ἐπειδὴ 


\ 2 ~ , Ww 2 -ω \ ~ 
τέσσαρας φωνᾶς EK TOV TAAYLOV ἤχων ἀνῆλϑες καὶ TOV 
κυρίων 
τ᾿ Φ oF 4 29 4 20 f ἢ « A , 
εὔρες ὄμως δὲ“ καὶ Oo" τετράφωνοι καὶ οἵ λοιποι KUPLOL 
ὡς προείρην-- 


28 


ταιῦῖ, καὶ λέγονται εἰσίν᾽ [ἀ]λλ 53 οὖν ὁ μὲν α 
ἦχος κατὰ πάντων ἔχει τὸ 
LU 34 a \ \ 35 ~~ δ ¢ τ f 
κράτος“, OLdEIS YAP"? τῶν ἄλλων, WS οὗτος χαρακτηρίζεται 
πρῶτος 
id . 4 \ ΠΣ , aq 4" \ - δ 
τετράφωνος ἔχει γὰρ τὰ εἰδὴ πολλα΄΄ ἔχει μὲν πρῶτον TOV 
σαῦλον ὃ τε 
καὶ ἰσχυρόν, ὡσανεὶ εἶδος πολεμικώτατον εἶτα τὸ λαμπρὸν 
καὶ 
πεπαρρησιασμένον μέλος, εἶτα τοὺς κρότους τῆς ᾧδῆς αὑτοῦ. 
ταῦτα μὲν μετὰ παῤῥησίας!, ὁ πρῶτος λαμπρότερος τῶν 
Ψ ‘ ? . A 1 af \ ~ ᾿ ~ f 
ἄλλων ὑπάρχει διὸ καὶ εἴληφε τὰ πρωτεῖα αὑτοῦξ λέγεσϑαι 
πρῶτος, ὅς δηλονότι καὶ τερπνὸς τετράφωνος λέγεται ἀπὸ 
τοῦ 
Th. α Ὁ 5, τέσσαρας φωνὰς ἀνελϑών᾽ ὁ δὲ πλάγιος τοῦ 
ie 6 
’ » ‘ —OV 7° & ok \ ἢ ν \ 
TETPAPWVOV EXEL TOV β ὁ ὃς βαρὺς TETPAQWVOV ἔχει TOV 
tpitov ὁ δὲ wh. 88 ΟΝ 9 τετράφωνον ἔχει τὸν TETAPTOV- 
παραμέσους δὲ ἤτοι παρακυρίους ἔχουσιν᾽ 
ς ‘ f - ΞΞΟ 10 -- ὃ , Ἶ ΤΙΣ 
O μὲν πλαγιος τοῦ α TOV δεύτερον NYOV 


FORRES EAH EHRHSHREHAHEKTE HERO RDS SSHEHEOHHHOTEEEPE PTE HTT HSTHHH EARS SSHORASHESEHETHEHSCHRO HEH BOHR H DHT ATES ROBES 


28. D: tov κύριον 29 Ὁ) δὲ εἰ 39. ἢ: non habet 5). Ὁ: προείρηται 


τὰ D: λέγονται καὶ 33 D: ἀλλ 34 D: κράτος, ὄτι ᾿ 
ὁ Ὁ: non οὐμῆποι ™.D: abest 27. Ὁ: in loco τὰ εἴδη πολλὰ dat πολλὰ τὰ εἴδη Ὁ Ὁ; τὸ 


γαῦρον 


Ὁ: περιουίας 2, Ὠ: τοῦ 3. Ὁ: γένεται 4. D: πλαγίου 
.D: πρώτου ©. D: τοῦ δευτέρου 7 D: τὸν δεύτερον 8. D: πλάγιος 
. ἢ: τοῦ τετάρτου 10 ἢ: τοῦ πρώτου Il Ὁ: abest 
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ς Ἐς ᾿ ? 
ὁ δὲ πλάγιος τοῦ δευτέρου τὸν τρίτον 3 


a0 ie 


POS r OSes at ese See eateseaHSetHHFCHHPPC HORS SHR aaeHaHHHaeeeeeea tn awoeeonseseFGuseeseesenagaaeaeanaresv eevee 


ϑ᾽ιαφφφοννδυναονθονοφοθυποφυνφφοσοπνφοονπνονον διιυνυσυνσεοϑθοασαδοοσνουνυ φΦοθούδφοοψαασνσνσσσπαθθϑόνονον»ν 


SCR CSCS ϑδϑιυυφοφοούνόφνόοοσνυυσουυνυνώσοσύφουνυθοφοφαφοφοοφοπορορυσφομκὴ φΦο Φδενονοσονανυνῦθθθφφθοπνπαπδησνυφοοφθον ϑοῳ 


Απορήσειεν ἄν τις, πῶς οἱ πλάγιοι τῶν ἤχων, καίπερ ἐλαχι-- 
om f f f e a 
στότεροι! 5 τῶν κυρίων ἔχουσι τετραφωνίαν᾽ δ΄ οἱ δὲ κύριοι 
ὼ ~ 
οὐδαμῶς. 
δι a 4 , ~~ f af f iis vf ‘ 
20. ὅτι οἱ μὲν πλάγιοι τῇ φύσει ὄντες, κυρίως 7 ἔχουσι τοὺς 
καλομένους 8 τετραφώνους. οἱ δὲ κυρίως κύριοι φύσει 
, , . εἰ “ 
ὄντες, κυρίως 9 οὐκ ἔχουσιν, ἵνα αὐτῶν τετράφωνοαθ 
ἔσονται, 
a \ ὼ - f δ f 2? I \ 
εἰ γὰρ EK TOD κυρίου ἤχου TeTpAgavas', δηλαδῃ 
δυναστεύοντο 
: ΠΡ ᾺΣ Be 24 pee: 
EEedA Sov’? καὶ AvVaBalvwv~* φωνὰς τεσσαρας, 
25. καὶ εὐλόγως ἐκεῖνος κληϑέσεται καὶ γεννήσεται5 κύριος 
οὗτος, OV 
f ‘ 3 ~ sf a ᾿ ἂ 
κατέλιπες κάτω, καὶ ἀνῆλϑες τεσσαρας, OD κύριος ἔτι, 
ἀλλὰ πλάγιος εὑρεϑήσεται, κατελϑόντος σου δ᾽ XS 26 


ς22 : 


φωνάς". 
͵ « + » f 
καὶ οὕτως οἱ μὲν πλάγιοι τετραφώνους ἔχουσι τοὺς κυρίους 
αὐτῶν, ὡς μὴ δυνάμενοι ποτὲ εἶναι κύριοι, ἀλλὰ πλάγιοι᾽ 


12D: τρίτον οὕτως᾽ 13D: τὸν τέταρτον οὕτως᾽ 14 D: τὸν πρῶτον 

15. Ὁ: ἐλαττότεροι 5. Ὠ: τετραφῴώνους [΄. Ὠ: κυρίους 

18 p. καλουμένους, 19 Ὁ: κυρίους . Ὠ: τετράφωνοι 2], D: τοῦ τετραφώνου 

D: δυναστεύσης δ Ὁ: ἐξελϑεῖν 24. D: ἀναβῆναι 

25 ἢ): in loco κληϑέσεται καὶ γεννήσεται dat γενήσεται καὶ κληϑέσεται 26 Ὁ: τέσσαρας 
27 Ὁ; abest 


22 
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? 4 ὥ os 
30. οἱ δὲ κύριοι κυρίως28 ὄντες, κυρίους οὐκ ἄν ποτε σχοῖεν, καὶ 
; -- , f 7 - ᾿ ~ 
5Ay. ἥκιστα πλάγιοι κληϑεῖεν, Ews! κύριοι σι καὶ ταῦτα 
μὲν περὶ τούτων. 
ar 2 ᾿ A -- Ξε ἢ ~ { ᾿ \ a ἢ 1 
Εἵρηταιξ καὶ περὶ TOV μελῶν, καὶ φϑορῶν, OTL αὑτὰ εἰσι τὰ 
ἁλλοιοῦν-- 
‘ \ ¥ ‘ ᾿ a f 3 AA f 4° ou 
τα, καὶ τοὺς ἤχους καὶ THY EK μετρου" παραλλαγην ἔστιν 
ὅτε 
5. καὶ ἄλλην τινὰ οὐσίαν καὶ μελῷδιίαν τοῦ προκειμένου 
ποιοῦσιν, 
͵ or " ~ 8 ΕΣ τ i 
ἅπερ εἴ τις ἐπιστημόνως EV TE τῷ παρ ἡμῶν ἐκτεϑέντι πρὸ 
~ ~ “ ‘ eo δ 
τούτου, περὶ τῆς ἀριϑμήσεως τῶν φωνῶν, καὶ τῆς τάξεως, 
x > = ! cs 
καὶ γνώσεως TOV ἤχων ερευνήσας" EV TH TAPOVTL KAVOVIG 
C4 
εὑρήσειενδ ἂν διελϑών. 
10. Ταῦτα δὲ πεπόνηται καὶ συντέτακται παρὰ τοῦ ἐλαχίστου τῶν 
ἱερέων καὶ τῶν ἐμπείρων ἐν μουσικῇ κυρίου Ἰωάννου 
ἱερέως, 
οὗ τὸ ἐπίκλην ἐ ἔτυχε Πλουσιαδινὸςϑ. εἰ μὲν οὖν ἱκανὰ ταῦτα, 
ὦ μουσικοί, καὶ ὑμῖν λυσιτελοῦντα εἴσεσϑε, εὖ ἄν Exou! 
ἡμῶν, 
. sf ‘ ~ 3 ~ f δ) 
εἰ δ ἄχρηστα εὕροι τε καὶ ἀνωφελῆ, οὗ τῇ τέχνῃ τὸ ἔγκλημα, 
[5 2 AC ~ ἢ U dn Ὁ 1] 
- ἀλλὰ τῇ ἁμαϑεῖρι ἐγεγραπτο"". 


45 ἢ: κυρίως pio 

1 . Ὠ: ἕωςἄν 2. Ὁ: Εἴρηται δέ 5. ἢ: ἐκ μέτρους 4. Ὁ: παραλλαγὴν καὶ αὑτὴν τὴν 
διπλοπαραλλαγὴν ὃ. : ἐρευνήσει ©. D: εὑρήσει 
7 Ὁ: abest *.D: non habet * Ὁ: Πλουσιαδηνός 10 ἢ: ἔχοι καὶ τῷ ϑεῷ χάρις τῷ 
φωτίζοντι τὰς διανοίας I! ἢ: pro verbis τῇ ἀμαϑείᾳ ἐγέγραπτο dat τῇ ἐμῆ ἀμαϑίᾳ 


γραφήσεται. ΨῪ 
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J1.52 


Ilepespog 


Jipyraa ΠΑΡΆ. ΠΆΓΗ, KOTOpas Ha3biBaeTcA 


"OOpsacHeHHe HCKYCCTBA™ 


Tlocne storo! 4 ΡΟΙΠΗ͂Π Μ3ΠΟΣΚΗΤΡ WH Hekoe Hebobilloe 
ΠΡΆΒΗΠΟ, JIErKO OXxBaTbiBalollice 3HayeHMe HW DevHcTBHe Πππᾶ- 
TanbHbIX HXOCOB. XOTA ObLIM ΟΠΡΟΠΘΠΘΗΒῚ He OCHOBHBIe, a 
ΠΙΆΓΆΠΡΒΗΒΙΘ [Hxocbi]*, oMHaKO MW OHM ἩΜΘΙΟΤ ΟΟΠΡΙΠΗΘ uNOCTa- 
381 H 3HAYCHHA, HOO MMCHOT ΠΗΦΟΒΉΗΒΙΘ U ΤΡΗΦΟΗΉΗΡΙΘ [HXxoO- 
cbi]>. 

IInaranbHblh nepporo [uxoca], KOTOpLIM ABIIAeTCA Tlep- 
BbIM CpeqH WiaraibHbIX, HMeeT AHMOHMNeH TpeTHMW ἤχου, a 
ΠΠΔΓΑΠΒΗΒΙΠΪ BTOporo WMeeT ANMOHNeEH YeTBeEpTbIH HXOC. 
IInarasibHbIM ΚΘ TpeTbero, WIM “HH3KHM", HMeeT ΠΗΦΟΗΜΘΟΙ͂ 
lepBbid {uxoc]. [lnaranbHbiwi ueTBepToro uMeeT DUoHuen 
BTOpoH [uxoc]. 

IInaranbHbih xe YeTBepTOrO MMeeT ΤΡΗΦΟΗΜΘΙΗ͂ TpeTHH 
[uxoc]. A ΠΠΑΙΓΆΠΡΗΒΙΪ TpeTbero, WIM "HH3KMH", AMeeT TpHDo- 
HvewH BTopoH [nxoc]. [I]naranbHbLI xe BTOporo MMeeT Τρηῷο- 
HveH NepBbii [uxoc], KOoTOpLIM, ΟΥ̓ CMOAYIMpOBaH, oOpa- 
3yeT “"HeHaHo". ΠΠΑΓΆΠΡΗΒΙΪ 2Ke MepBoro HMeeT TpHDPoHHen 
YeTBeEpThIM [πΧΟΟ]. 

30ech WH NoATBepxAaeTCA WaBHee ΠΡΆΒΗΠΟ, mlacallee, 
YTO BCHKaA ΤΡΗΦΟΗΜΗ cO3qaeT TOT Xe cCaMbIH Mxoc HW ΠΡΗ 
NOBbILMEHHN, Η ΠΡῊ MOHWKeEHMH*, HO HEOXMHAKOBO B KaxKOM 
[uxoce] HM OTHOCHTeJIbHO KaxkOTO, a HHOMa - OT MesOCAa, 
ΜΗΟΙΓΠΆ - OT ΠΑρΡΑΠΠΆΓΗ, HHOorma - Tak, a ΜΗΟΙΠΆ - WHaye, 
ΜΗΟΙΠΆ - TONbKO OT Mesloca, MHOTa 6 - OT Napawiaru 
BMeCTe C MEJIOCOM, a ΜΗΟΙΠΆ - OT OfHOM Napamiarn. δο B 
WKoce®> ΠΠΑΙΓΆΠΡΗΟΙΟ ueTBepToro [Hxoca] TbIl OOHapyxXHillb 
ONMH HW TOT Ke ἢ TpeTHH, Ἡ BTOpOM cpeqMHHbIM. Tax, co3qaB 
TPHQOHMIO OT TpeTbero Hxoca, ΤῸ OOHapyXKMBAaellb BTOpOH 
[uxoc], a OT CpeMHHHOTO BTOPOTO, TO ecTb "HeaHec", BbICUMTaB 
TpH (OHH, ThI OOHAPyXKUBaclIb TpeTHH [Uxoc]}. 
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IlosToMy OCHOBHOM Halli HacTaBHHK BCex [MY3bIKaJIb- 
HbIX] KpacoT, KOTOpbI ΠΟΠΟΟΘῊ CBeTOUY 3HaHHH JIA Hac, - 
TOT 671axKeHHbIM MarucTp WoaHH, Ha3bIBaeMbIM Kyky3eJiemM, - 
Bce IIpeKpacHO yCTaHOBWJI WM, KaK MH3BeCTHO, ΟΠΡΟΠΟΠῊΠ 
ΤΟΙΡΚΟ 4 OCHOBHBbIX Hxoca®. CcdopMUpOBaB HW paccTaBMB 3TH 
ΓΠΆΒΗΡΙΘ H OCHOBHbIe MXOCbIl, OH MpeBOCXOAZHO MpeAcTaBH Hx 
ΠΡΗΡΟΠΥ HW nmpoucxoxmeHHe. [Ho] oH He ycTaHOBHJI HNKakKoro 
ΠΡΆΒΗΠᾺ JIA ΠΠΑΓΆΠΡΗΒΙΧ, BIIPOWeM, KpOMe OHOTO-e2HH- 
CTBCHHOYFO H OOero, KOTOpoe OH 3AMeCYAaTeENbHO OOHApyXU/I U 
ΠΡΟΠΟΤΑΒΗΠ ΠΟΙΟΙΠΉΜΟΙ ΠΟ 4 BOCXOAAMIMM CTYNeHsAM, Tak... ’. 

[locpeqcTBOM YeTbIpexX ONMFOHOB OT ΠΠΑΓΆΠΡΗΒΙΧ OH 
WoKa3aJI “YeTbIPe OCHOBHbIX [Hxoca], a Ha YeTbIPeX HHCXO- 
AAWuXx [cTyMeHAX], TO ecTb MOcpeACTBOM UeThIpex alocTpo- 

J1.52 06. boB, OH BBCI! MaranbHble HXOCbI B OOpaTHOM ΠΟΡΗΠΚΟ OT 
OCHOBHbIX. [aM OH I0Ka3aI OCHOBHbIe H ΠΠΑΓΆΠΡΗΒΙΘ HW ΤΆΚΗΜ 
o6pa30mM BoOOOUIe pasbaAcHH [Wx cyTb]. 

My3bIKaHT Co3qaeT OCHOBHbIe MXOCbI, ΠΟΠΗΜΜΆ50Ρ ΠΟ 
CTYIICHAM OT ΠΠΑΓΆΠΡΒΗΡΙΧ Hxocos. M B pesynbTaTe ΠΠΑΓΑΠΡΗΡΙ 
yYeTBEpTOFO OKa3bIBacTCA YeETBEPTbIM, HH3KWUM -TpeTbMM, ΠΠᾶ- 
TQIbHbIM ΒΤΟΡΟΙῸ - BTOPbIM, IWiarasibHbIM MepBoro- MepBbIM. 
TloHwxasi Te ΚΘ cambie [HxochI], ΠΡῊ MOBbIWeHHH ΚΟΤΟΡΡΙΧ 
OH MoulyuaeT OCHOBHbIe, OH SeccNopHo obHapyxKHBaeT ΠΠᾶ- 
ΓΆΠΡΗΒΙΘ. 

Tak BOT, TOT ΟΠΑΚΘΗΗΒΙΝΪ MYX, JOBONbCTBYSACL ΤΟΠΡΚΟ 
9THMU [OTHOLIEHHAMHM UxocoB], He Nepewan Apyrou ocobexH- 
HOCTH ΠΠΑΓΆΠΡΗΒΙΧ HXOCOB, He YIOUHWJI, ITO OHM Mepesarwr 
manee cCoG6cCTBeHHbIe HMOcTa3bl, HO OKpyxXaloT HX BHYTpPH 
OCHOBHBbIX HM ΟΥ̓ΙΠΘΟΤΒΥΟΤ BIepeMexkKy [c HHMH], HM NMepe- 
YHCIIAIOTCA COBMECTHO: ΠΠΑΓΆΠΡΗΒΙΘ B OCHOBHbIX H OCHOBHBIC 
B ΠΙΔΓΆΠΡΗΡΙΧ, OCHOBHbIC MOHMXKalwoTcA ΠΟ ΠΠΑΓΑΠΡΗΡΙΧ, a Wia- 
ΓΆΠΡΗΡΙΘ [OBbILAIOTCA ΠῸ OCHOBHbIX. Tak OHM ΟΥ̓ΙΠΘΟΤΒΥΙΟΤ 
OTHOCHTeJIbHO Apyr Apyra. 

Ilostomy ΜΒΙ, cieqya TOMY Xe CaMOMY ΠΡΜΗΠΗΠΥ, πο- 
ΠΥΜΆΠΗ, “TO HeOOxXOAMMO OyneT CKa3aTb Bce OOA3aTebHOe UH 
ycTaHOBHTb, 4TO MW ΠΠΑΓΆΠΡΗΒΙΘ HXOCbI TaK Ke TIaBCHCTBYICT, 
[KaK HM OCHOBHEIe], 4YTO, BIIPOYeM, HeEAyPHO HM ΗΘΠΠΟΧΟ, KaK 5 
ce6a yOexnaio. Mp cKaxem [06 3TOM, KakK-OyfqTo] BbITHpad 
ΠΟΤ PeBHHX MyxXeH, BbLKHMas ero [Kak 6bI] 43 TryOKH, HOO 
OHH cOOOLIMIM O CYTH ela BecbMa ΜἂΔΠῸ H B KpaTKHx 
BbIPaKeHHAX. Ho [OT STHX KpaTKMX BbICKa3bIBaHHH]| MbI ποπυ- 
ΨΠΗ ΓΡΟΜΆΠΗΥΟ MOMb3y, CIOBHO OT Manon UcKpbI, [KoTOpas] 
OObIYHO BO3XKHTaeT OOMbUIOM OroHb. [losTomMy ecm Ob! KTO-TO 
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3QX0TeJ] NOBEPHTbCA HAM HM Cue Obl Hac YUMTeEeM, TO MbI Ob! 
Hay4aMsIH ero Ha OCHOBAHHH Takoro Mosxxonwa, μΜῦο Bce 
cKa3aHHoe [06 3TOM] AOBOJBHO ACHO. A TbI MpocTo mo3HaBah 
ΠΡΆΒΗΠΟ B ΠΕΠΟΜ: OMpelesAs YeTbIPe OCHOBHBbIX HxOCa, TO 
€CTb TIEPBbIN, BTOPON, TpeTHH, YeETBEPTHIM, a ΠΠΑΓΆΠΡΗΡΙΘ, Kak 
WyMaeTcA MHe, - 93TO ΠΠΑΓΆΠΡΗΒΙΪ NMepBoro, MAaranibHbly 
ΒΤΟΡΟΓΟ, ΠΠΑΓΆΠΡΗΒΙΜ TpeTbero, Ha3bIBaeCMbIM "“HY3KMM', ἢ 
WiaranbHbI ἸΘΤΒΘΡΤΟΓΟ. 

OcHoBHbie [MxocbI] Ha3BaHbI [TAK], MOTOMYy 4TO OHH 
TOCHOACTBYIOT Hal BCEMH MesIOCaMH HM MecHOMeHHAMH, Hoo 
HHKTO He MOxXeT NMeTb [xoTb] KakOH-HuOyob ΗΘΟδΟΠΡΗΙΟΐ 
MeJIOcC, KOTOPbIM He H3araeTCA B 9ΤῊΧ HxXocax, WH NOTOMY YTO 
He ObIBaeT Ooylee BbICOKHX, YM OHH, a OHH CYUIeECTBYIOT 
ἩΞΗΔΌΔΠΒΗΟ, CIOBHO HCTOYHHKM ΒΟΘΧ [OCTQJIbHbIX], OT KOTO- 
pbIX BCAKMH xoTes ΟΡ] ΠΕΤΡ HW BOSHOCHTb cBOM τοποοῦ. Ποϑτο- 
MY OHH ABAAIOTCA BOSHOCALIIMMUCA, TO €CTb BOCXOAALIHMH, 
BCIENCTBHe Yero ΠΡῊ NOBBILeHHM ThI Ha KaxKOM cTyneHV’ 
o6Hapy2xKH1Ub OCHOBHOM MXoc. 

[lockonbky Xe BCAKMH [ΠΟΙΟΙΙΜ] He TONBKO ΠΟΒΡΒΙΠΙΆΘΊ, 
HO HM NMOHWxKaeT KH [CIOBHO] ὙΚΠΆΠΡΙΒΆΘΤΟΣ B NOCTeb, NOZOOHO 
OTIbIXaIOUleMY, OHH HMMEIOT HM CBOM yKa3aHHble ΠΠΑΓΑΠΡΗΡΙΘ 
[uxocbi], H B HAMAX YKiaibIBaloTcA HM ΠΟΠΗΟΟΤΡΙῸ Mpewawr1ca 
oTabixy. TIlostoMy OHH Ha3BaHbl MW1arayibHbIMM HM OTIbIXa- 
IO1UMMH, OyaTO OHH B HHX ΥὙΚΠΆΠΡΙΒΔΙΟΤ OCHOBHBbIe HM NMOI- 
HOCTbIO OTIbIXAIOT B HHMX, KaK Tora, ΚΟΙΠΆ HUMeHOTCH CbhIHOBbA 
M 1eTH, H60 58 HMX OHM GbIIN ΠΡΟΜΒΒΕΠΘΗΒΙ HW OOpasoBaHb!!?. 

OT Bcex OT HHX ΠΡΟΜΞΒΟΠΉΤΟΣ ΠΗΦΟΗΜΜ, TpHPoHHU ΚΗ 
TeTpamoHHH, a TakxKe “HeaHoc” Hu "Haoc"!!, cpemHHHble, OKO- 
NocpeAMHHble, OCHOBHbIec MH OKOJIOOCHOBHEIE. 

ΠΡῊ ΠΟΒΒΙΠΙΘῊΜΗ HW MOHWKEHHH OCHOBHBIe [Hxocbl] 
MMeIOT TakHe ΠΗΦΟΗΜΗΜ. I[leppeit χοῦ ΠΡῊ NoOBbILIeHHH 
WMeeT ΠΗΦΟΗΜΟΙ TpeTuH [uxoc], ἃ Np NOHWKeHHU -"HH3- 
Kui. Bropol HMeeT ZHoHHeH ΠΡῊ ΠΟΒΒΙΠΙΘΗΜΗ YeTBeEpTbih 
[uxoc], a ΠΡῊ NOHWXKeHHMHM - ΠΠΑΓΆΠΡΗΒΙΪ YeTBepToro. CaM OH 
aBIaeTcA “HeaHec", TaK... '2, KOTOPbIM Ha3bIBAeTCA BTOPbIM 
CpeqHHHbIM. TpeTHH xe [uxoc] ΠΡῊ MOBbILIEHHH MMeeT πηῷο- 
HHeH nepBbi [uxoc], a ΠΡῊ ΠΟΗΜΚΘΗΜΗ - ΠΠΑΓΑΠΡΗΒΙΪ ΠΕΡ- 
Boro. Uetsepthiii [uxoc] ΠΡῊ NoBbilieHHH MMeeT πηΦφοημθῆ 
BTOpOHM, ἃ ΠΡῊ MOHMXKEHHHM - MilaraibHbI BTOporo. 
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Tak xe cyllecTByeT H Tak Ha3bIBaeMbIN ‘JereToc’, 
KOTOpbIM YacTO M3-3a ABOMHOW Mapawiaru OKa3bIBaeTCA ᾿ΗΜ5- 
KMM  . 

OcHoBHble [HxocbI] HMeIOT TAKHe TPHDOHHH. 

Tlepspit [uxoc] npv nosbileHnu [“MeeT TpHdpoHue;] 
YeTBepTbIN [uxoc], a NpH NOHWXKEHHN - ΠΠΑΓΑΠΡΗΒΙΜ BTOporo. 
Bropoi HMeeT TpHdoHvel ΠΡῊ ΠΟΒΡΠΠΘΗΜΗ NepBbIi [Hxoc], a 
ΠΡῊ MOHWKeEHHM - “HH3KHH". TpeTHh xe [Hxoc] ΠΡῊ ΠΟΒΡΙ- 
ΙΠΘΉΜῊ MMeeT TPUMoHNeH BTOpOH [Hxoc], a MPH NOHMXKEHHN - 
iarasiIbHbId YeTBepToro. YerspepTbid xe [Hxoc] ΠΡῊ ΠΟΒΡΙ- 
lWWe¢HHH HMeeT TPHCoHHen TpeTHH [Mxoc], a ΠΡῊ NOHWKEHHN - 
ΠΠΑΓΆΠΡΗΒΙΜΝ MepBoro. 

3160} Ke 3apoxXMaeTcA ἡ ABONHAA ΠΑΡΔΠΠΏΓΗ. 

Y3HaH xe BceoOulee HM ΡΟΠΟΒΟΘ AIH HMX ΠΡΆΒΗΠΟ, ITO 
MeJIOCbI αὶ ΦΤΟΡΒΙ H3MCHAKOT HXOCbI HW CO3falOT BMECTO OJHHX 
aupyrne: ἡ ΠΟΡΒΒΙ [Mxoc H3MeHsSeTcH] Ha BTOpOH, BTOPOH - Ha 
TpeTHH, TpeTHK - Ha 4eTBEPTHIN ἢ alice. 

OnHako MW ΠΠΆΓΆΠΡΗΒΙΘ HMEIOT CpeaWMHHHbIe!? [ΗΧΟΟΒ]], 
ἈΗΦΟΗ, TPHMOHHU UW TeTpadoHHN. Tak, ΠΠΑΓΑΠΡΗΒΙ nep- 
Boro [Hxoca] HMeeT ZHdoHHeH ἡ cpeMHHHbIM [Hxocom] Tpe- 
THH. Beatb ANQOHHbIN WH CpeqHHHbIN [UWxocbl] OMAMHAKOBbI, Tak 
Kak ΠΗΦΟΗΜΗ SAIBISeTCA CepeqHHOK TeTpadounun. ΚΟΗΘΊΗΟ, 
ΠΠΑΓΑΠΡΗΒΙΪ mMepBoro [Hxoca] ΠΡῊ NOBLIMIEHHH WMeeT, Kak 
TOBOpHTcs, ΠΗΦΟΗΜΟΪ MW cpeqHHHbIM [HxocoM] - TpeTHH, a 
ΠΡῊ MOHWXKeHHH - "HH3KHH". IInaranbHbIi Ke BTOpOrO HMEceT 
RUMOHHeN ΠΡῊ ΠΟΒΡΠΠΘΗΜῊ YeTBepTHIN [uxoc], a ΠΡῊ NOHH- 
ΧΘΗΜΗ - ΠΠΑΓΆΠΡΗΒΙΪ YeTBepToro. "“"Hw3kun xe ΠΡῊ ΠΟΒΡΙ- 
IWeHHM HMeeT ΠΗΦΟΗΜΘΗ ΠΟΡΒΡΙ [Mxoc], a ΠΡῊ NOHWKEHHH - 
ΠΙΔΓΆΠΡΗΒΙ nepBoro. ΠΠΑΓΆΠΡΗΒΙ xe YeTBepTOrO ἩΜΘΟΤ 

J1.53 οὔ. ΠΗΦΟΗμ ἢ ΠΡῊ ΒΟΟΧΟΣΚΠΘΗΜΗ ΒΤΟΡΟΙ͂ [Hxoc], a ΠΡῊ NOHH- 
ΘΗ - ΠΠΆΓΆΠΡΗΒΙΪ ΒΤΟΡΟΓΟ. 

ΟῊΜ ἩΜΘΙΟῚ [Takxe] Takve ΤΡΗΦΟΗΜΗ. [|ΠΔΙΓΔΠΡΗΒΙΙ͂ 
NepBoro ΠΡῊ ΠΟΒΡΠΙΘΗΜΜΗ WMeeT ΤΡΗΦΟΗΜΘΙ͂ deTBeEpTbIV 
[ΠΠΓΆΠΒΗΒΙΪ Wxoc|], ἃ ΠΡῊ NOHWXKEHHH - ΠΠΑΓΆΠΒΗΡΙΪ ΒΤΟ- 
poro. ΠΠΑΓΆΠΡΗΒΙΝ BTOporo ΠΡῊ NOBbIWeHHH ἩΜΘΟῚ ΤΡΗΦο- 
ἩΜΟΜ ΠΟΡΒΒΙΜ χοο, KOTOpbI, MOMyHpyA, OOpa3yeT, Kak 
rOBOpHtTca, "HeHaHo", a NpH NOHWKEHHH - “HH3KH", KOTO- 
ΡΒ, MOAyIMpys, [MpeoOpa3yetca| B "“neretoc”. "Hu3kui" xe 
HMeeT TpHDOHMeEK ΠΡῊ NOBAIWIEHHH BTOpoH [uxoc], a ΠΡῊ 
NOHWXKeEHHH - ΠΠΌΓΆΠΡΗΒΙΪ YeTBepToro. [InaranbHbIh xe 
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yeTBepToro, cormlacHo ΜΟΡΗΠΥ ΠΑΡΑΠΠΆΓΜ, ΜΘΘΟῚ Tpudouuenr 
ΠΡῊ NOBLILWEHHK TpeTHH [Mxoc], ἃ ΠΡῊ NOHWKeEHHN - ΠΠᾶ- 
ΓΆΠΡΗΒΙΪ MepBoro. (ΟΓΠΒΟΗΟ xe ΜΟΡΗΠΥ ΠΒΟΜΉΗΟΠ ΠΑΡΆΠΠΆΓΗ, 
ΠΡΆΒΗΠΟ rlacHT, YTO BCAKAA ΤΡΗΦΟΗΜΗ CO3LaeT TOT Κ6 ΟΔΜΒΙΠ 
uxoc. TakKHM o6pa30m OH OecnpensaATCTBeHHO MpeBpallaeTca B 
YeTBEPTbIN MiaraibHbin [ΗΧΟΟ]. 

TetpadoHHsmMuw xe OHM oOnanaloT Tak. IInaranbHbm 
ΠΟΡΒΟΙῸ [MMeeT TeTpadoHHeH]| ΠΟΡΒΒΙΪ [uxoc], KOTOpbIM Ha- 
3bIBaeTCA ΘΙῸ OCHOBHbIM. BooOlile TOT, KOTOPpBIM Ha3biBaeTcA 
OCHOBHBbIM, SBIIACTCA TeTpadoHvei aa opyrux. Moo ecru 
[B3qTb] H TPH ApyrMx OCHOBHbIX [Mxoca], TO OHM ΠΟ Mpupoge 
cBoeH WH ΠΟΡΞΠΚΥ ABJIAIOTCA TeTpapOHHAMN, MOCKOJIbKy [Kax- 
ΠΒΙΪ H3 HUX] MpeBocxoAHT Apyrue [Ha yeTbIpe POH]. Bocxogs 
yepe3 4YeTbIpPe OHH BBEPX OT KaxgOFrO ΠΙΟΟΟΙΟ ΠΙΔΙΆΠΡΗΟΓΙΟ 
Wxoca, ΤΡΙ JierKO OOHAPyXH1lb ETO OCHOBHOH [Mxoc], KOTOpbIv 
WM Ha3bIBaeTcA TeTpadouHen. 

Ecun Obl OT yCTaHOBJIGHHOTO Hxoca ThI MOMHAICA Ha 
yeTbIpe (OHH, HalpHMep, OT ΠΠΔΙΆΠΡΗΟΓΟ NepBoro, TO ΤΡΙ ObI 
nememax... 14 

OT ΠΠΆΓΑΠΒΗΟΓΙΟΓΟ BTOPOToO... 

OT HM3KOTO... 

OT ΠΠΆΓΆΠΡΗΟΓΟ YETBEpTOTO Tak... 

3eCb Th] y3Hall BCe OCHOBHbIC TeTpapPOHHH, MOcKOJIbKy 
Thl MOMHAJICA Ha YeTbIPe OHH OT [COOTBeTCTBYIOWIHX] Ππᾶ- 
ΓΆΠΡΗΡΙΧ HXOCOB Ηὶ OOHApyXHJI OCHOBHbIe [ΠΧΟΟΒ]]. 

OyHako ecm TeTpadOHMAMH, Kak ObUIO CKa3aHO paH-. 
Hee, Ha3blBaloTCA HM OCHOBHBIe [HxocbI], TO NMepBbIM Mxoc BCe 
6 HMeeT ΠΟ cpaBHeCHHW CO BCeMH ΟΗΠῪ B TOM, ἯΤΟ HH OHH 
M3 ΠΡΥΓΗΧ He OTIMYaeTcA TeTpadoHHeH, KaK OH. OH oOsagaeT 
ΜΗΟΓΗΜΗ YepTaMH: BO-IepBbIX, OH ΓΟΡΠΡΙΜ ἢ CHJIbHBIN, 
CHOBHO OH CaMbIM BOHHCTBEHHbIi; 3aTeM OH [OONanaeT] BesM- 
KOJICMHbIM HW TOPXeCTBCEHHbIM MeJIOCOM, a Takxe [xapak- 
TepH3yeTca] BeJIMYeCTBEHHOCTbIO cBOero 3By4aHHsA. [losTomy, 
6naronapsa [cBoemy] MpeBocxoycTBy, NepBbili [u“xoc] bonee Be- 
ΠΗΚΟΠΟΠΕΗ, 4emM Apyrne!>. Tlostomy W Nonyausiock, ἅτὸ [H3- 
3a] cBOero MpeBOCXOACTBa OH Ha3blBaeTCAH MepBbIM, a ero 
IIpHATHAaA TeTpaOHHA NMpOW3SBOANTCA ΠΟΒΡΠΠΘΗΜΘΜ Ha 4 ᾧο- 
HH OT ΠΠΑΓΆΠΡΗΟΓΙΟ mepBoro [Mxoca]. 
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IInaranbHbIH X%Ke ΒΤΟΡΟΙῸ HMeeT TeTpapoHHen BTOpoH 
[uxoc]. Ἡμϑκη δ᾽ umMeeT TerpatboHHen tpeTun [uxoc]. IIna- 
ranbHbIW Ke YeTBeEpTorO HMeeT TeTpa*oHHeH 4YeTBeEpTbIN UXOC. 

OxkoslocpeqHHHble ΘῈ WIN OKOJOOCHOBHbIe [MxochI] 
pacnpezenmotcs [Tak]: MiaraibHbIH NepBoro [HMeeT OKOJIO- 
ΟΡΟΠΗΗΗΡΙΜ] BTOpOH χοῦ, ΠΠΌΓΑΠΡΗΒΙΝ BToporo - TpeTHH, 
ΠΙΠΆΓΑΠΡΗΒΙ TpeTbero, WU ᾿ἩΜΞΚΗΜ΄, - YeTBePTbIN, ΠΠΑΓΔΠΡ- 
HbIH YETBEPTOrTO - NepBbIH, TAK... 

Ecnu KTO-HH6yib CTaHeT HeEAOYMeBATb, MOYeMy Ππᾶ- 
raibHbie HXOCbI, XOTA OHH HW OoNee HH3KHe, 4YeEM OCHOBHbIEC, 
MMEWT TeTpadoHHUH, ἃ OCHOBHBIC - HeT, [TO 4 OTBCUY Tak]. 

IloTromy 4TO ΟΥ̓ΠΙΘΟΤΒΥΜΙΜΘ B ΠρΡΗΡΟΠΟ ΠΠΑΓΆΠΡΗΡΙΟ 
{HxXOCbI] HMCHOT TAK Ha3bIBQAeEMbIMM TCTPAadOHUSMH OCHOBHBIC, 
a CYLUECTBYIOULHC B NpHpose OCHOBHbIe He UMCIOT OCHOBHDIX, 
TaK KaK HX TeTpacdouHn [He] 6yAyT cylilecTBoBaTb. Moo ecu 
OT OCHOBHOFO TeTpadOHHOrTO HWxoca, TO ecTb OT rocnod- 
CTBYIOLILCTO, BOCXOQUTb Καὶ HHCXOAMTh Ha YeTbIpe (POH, TO, Kak 
MW cyeayeT, O6pa3sOBbIBATh OCHOBHOM UW Ha3blBaTbC OCHOBHBbIM 
6yneT ToT [Hxoc], KOTOPpbIN, NOBbIWaACh WH MOHWXKasACh Ha 
yeTbIpec [OHH], OKAXKcTCH y>xKC HE OCHOBHBbIM, ἃ ΠΠΑΓΆΠΡΗΡΙΜ, 
ΚΟΓΠᾺ ΤΡΙ͂ NOHWXKaeWb [TOT] Ha YeTbIPe COHN. 

3HaY4HT, ΠΠΕΓΏΠΡΗΡΙΟ WHMeWT TeTpapOHHbIMH HXOCaMH 
CBOH OCHOBHDbIC, MOTOMY ΤῸ [caMH] OHH HHKOrga He MOTYT 
ObITh OCHOBHDIMH, a [ABISKOTCH TONbKO} ΠΠΆΓΑΠΡΗΡΙΜΗ. Boob- 
le ΚΟ OCHOBHbIe [uxocbI], ΟΥ̓ΑῚ ΓΠΏΒΗΡΙΜΗ, ΗΜΚΟΙΠὰ He 
MMcsIH [CBOHX] OCHOBHbIX H HHKOMa HE Ha3pIBANNCh MWlaraytb- 
HbIMH, [ἢ TAK ZO XKHO NposoKaTbcs] ΠΟ Tex Nop, NOKa OHH 
SABIISIIOTCS| OCHOBHbIMH. TakoBbl [Coo6paxkeHHs] O HHX. 

Takxke 0 Mesiocax WM dbTopax TOBOpPHTcA, YTO OHH H3Me- 
HSOT HXOCbI, ΠΩΡΆΠΠΆΓΗ WM CaMy ΠΒΟΜΉΨΙΟ napannaru. Wnorga 
xe ObIBACT, YTO OHH ΟΟΞΠΆΙΟΥΤ HCCKOJIbBKO HHYW CYTb HW Μ6πο- 
AN} NO cpaBHeCHHW C HMecIOMNehCcsH. ΤῸ HalgeT B HACTOSLLEM 
ΠΡΆΒΜΠΟΕ TOT, KTO OCMbICNeCHHO M3Y4HT H3I0KECHHOe HAMH OO 
HCYUMCJICHHAX ΜΗΤΟΡΒΆΠΟΒ, NOPAAKe HW ΞΗΏΗΜΗ HXOCOB. 

ΤΟ BbINOJIHCHO H COYHMHCHO CMHPeHHbIM H3 CBALICH- 
HHKOB HM CpekH CBeAYIOLWUMX B MYy3bIKe Hepecm WoaHHom, 
KOTOpbIH Nonyynn ΠΡΟΞΒΜΙΠῸ TInycuaqnny. 

Ecnu 9TOFO JOCTAaTOYHO, MY3bIKAHTbI, TO NycTb ΟΥ̓ΠΟΥ 
nNO1b3a J Bac, .HOo 6AarowapHOcTbh O3apsiolWueMy bory ΠΆΟΤ 
pa3yM. Ecnu xe |y¥eHHK] HaHgeT HX Occnone3HbIMUM HM Hec- 
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HYXHbIMH, TO IIyCTbh agpecyeT OOBHHEHHe He MCKYCCTBY, a 
MOeMY HEB XKEcTBY. 


KoMMeHTapHiu 


1 To 6.1} nocne “MeToga" ἤοδηηα IInycnwaquna, A310XKCH- 
Horo B Codex Dionisius 570 πο TpakTaTa. 

2 B "mMeTome”. 

3 B 6yayuiem ΠΡῊ u3syyeHuu Tpaktata Moanna {ΠΠπγομᾶπη- 
Ha elle ΠΡΟΠΟΤΟΗ͂Τ ΟΟΜΡΙΟΠΗΤΡ aTy pa3sy. Bpag πΗ ὑποστάσεις Η 
δυνάμεις MMeIOT HETOCpeCTBeHHOe OTHOWEeHHe Καὶ ΟΡΓΔΗΜΞΔΗΜΗ 
WaDOTOHAIbHbIX OPM MY3bIKaIbHOrO MaTepHasia, KaK, HalipH~ 
MEP, φωναί MH μαρτυρίαι. 

4 B tpaxtate Moanna Jlackapuca, cogepxalleroca B TOM 
xe Codex Dionisius 570 (11.40-43), 9TO ΠΡΆΒΗΠΟ DaHoO B TaKHx 
cnopax: "Tivaoxe γοῦν, ὦ ἀκροατά, ὅτι πᾶσα τριφωνία TOV αὑτὸν 
ἦχον ποιεῖ ἤγουν ἀπὸ τὸν Kad ἕν ἦχον εὔγα φωνὲς τρεῖς, πάλιν O 
αὑτὸς ἦχος ἐστιν αὕτη ἐστὶν fh τριφωνία" (Στάϑης Tp. Τὰ 
Χειρόγραφα... Β, 701). ΠραΒπᾶ, Β cmucKe Tpakrata HoanHHa 
Jlackapuca, cogepxalleroca Β Codex Atheniensis 2401, 3TO 
ΠΡΆΒΗΠΟ orcyrctByeT (cM.: Bentas Ch. Op. cit., 22-23). 

5 Wixoc (οἶκος) BMecTe € KOHHaKOM (κοντάκιον) ABIACTCA 
YaCTbIO yTpeHHero KaHOHa, a TakxKe aKatpvicta (ἀκάϑιστος) - 
ΠΘΟΗΟΠΘΗΜΠ Β YecTb Xpucta, boroposNUbl, CBATbIX WIM KaKOTO- 
HWOyob WepKOBHOrTO Mpa3sqHHka. Mkoc HW KOHakK MMCIOT OJMHAa- 
KOBOe cofsepxaHHe, MpaBda, B HKOce OHO HaylaraeTca ΒΟΘΓΠᾺ 
Goslee pacluMpeHHO HW ΠΟΤΟΜΥ κοῦ MpescTaBiseT coboM Kak OBI 
pa3BHTHe TeMbI KOHJaka. Kak ΠΡΆΒΗΠΟ, KOHAaK HW χοῦ MOWTCA 
B OHOM HM TOM Xe Hxoce. 

B rpeyecKoi LlepKOBHOM AMTepaType CylUecTBOBasIO HeMa- 
πο MOsTMYECKHX MaHTa3Hi, “OGbIrpbIBAIOLIMX pa3IM4HBIe 3Ha- 
YeHHA CNOBa οἶκος: Ρ43Π61 MecHoneHus HW "OM. BoT ofHa U3 
HHX, COXpaHMBasca B ΟΘΟΥΜΗΘΗΜΗ HuKudopa Kamiuctra KeaH- 
Tonya (XY B. ) "Eppnveta εἰς τοὺς ἀναβαϑμοὺς τῆς ὀκτωήχου... ” 
("OGbACHEeHHe CTyNeHeM OKTONXxa... "): 
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"To δὲ κοντάκιον καὶ ὁ 
οἶκος, ὡς φασί τινες, συντόμως 
περιέχει τὸ πᾶν τῆς ἑορτῆς, fH τοῦ 
ἁγίου, εἴτε βίος εἴη, εἴτε ἄϑλησις 
ἥ ἄλλος τις ἔπαινος. Τὸ αὑτὸ δὲ 
καὶ ὁ οἶκος ὡς γὰρ ὁ οἶκος 
περιέχει ἄρδην τὴν οὐσίαν τοῦ 
ἔχοντας αὑτὸν, οὕτω καὶ ὁ οἶκος 
περιέχει ἐν συντόμῷ καὶ δεί- 
κνυσι τὰ τῆς ὑποϑέσεως τοῦ 
ἁγίου ἤ τῆς ἑορτῆς. AAAor δὲ 
λέγουσι διὰ τοὺς ἐν ἄστροις 
οἴκους οἱ γὰρ τόποι ἐκείνων 
οἶκοι λέγονται, ἐν οἷς slow 
ἐστηριγμένοι, ἤ μένουσιν, ἤ 
περιστρέφονται καὶ κινοῦνται 
ἐν οὐρανῷ δὲ καὶ οἱ ἅγιοι. Ἐπεὶ 
δὲ νοητὸν στερέωμα καὶ ἡ 
Ἐκκλησία τοῦ Θεοῦ, οἱ δὲ ἅγιοι 
ἀστέρες νομίζονται, χρεὼν αὖ- 
τοὺς ὡς ἐκείνους ἀναλόγους 
ἔχειν καὶ οἴκους, δι ὧν στη-- 
ρίζονται, καὶ κινούμενοι φαί-- 
νονται εἶεν δ ἄν οἱ οἶκοι 
οὗτοι" (Νικηφόρος Κάλλιστος. 
Ἑρμηνεία εἰς τοὺς ἀναβαϑμοὺς 
τῆς ὀκτωήχου.. Εν 
σολύυμοις 1862, 127). 


Ϊερο-- 


"ΚΟΗΠᾺΚ ἡ WKOC, Kak 
ΓΟΒΟΡΗΤ HEKOTOPble, KpaTKo 
comepxaT Bce O Mpa3qHHke, 
M60 0 CBATOM, πηῦο [ero] 
XKM3Hb, WH60 [ero] MOogZBMT, 
πο KaKoe-HHOyqb = aApyroe 
ero ΒΟΟΧΒΆΠΘΗΜΘ. To xe Ca- 
Moe MH ἤΚοο. M60 Kak JOM, [τὸ 
€CTb HKOc], ΠΟΠΗΟΟΤΡΙῸ cosep- 
KUT MMYUIECTBO ΒΠΆΠΘΠΡΙΙΔ, 
Tak ἡ WKoc BKpaTue COMepxXUT 
TO, 4TO ykKa3bIBaeT Ha TeMY 
[KHTHA| CBATOrTO WAM Npa3si- 
HHKa. Jipyrue roBopsT οὔ 
MKOcax-OMax Ha 538Β63ΠΆΧ. 
M6o0 ux MpoctpaHcTBO Ha3bl- 
BaeTcs!| HKOCAaMH-2OMaMH, Ha 
KOTOpbIX OHH yCTAaHOBJICHbl 
HENMOABMKHbIMH WIM Bpallla- 
JOLUMMNCsS HW ΠΒΗΓΩΑΙΟΠΙΉΜΜΟΒ. 
Beh u cBsiTbie [HaxogaTcal Ha 
HeGecax. A τὰκ Kak [Heb6ec- 
Has] TBepob u LepKosp bo- 
ΚΗ YMONOCTHIaeMbI, a CBA- 
Thl€ Ha3bIBalOTCS 3Be30,aMH, TO 
HYKHO, 4YTOOb] OHH, MOZOOHO 
MM, [TO e€CTbh MOROGHO 3863- 
nam}, WMesIM WKOCBI-20Ma, 
ONarolzaps! KOTOPbIM OHH ycTa- 
HaBIMBalWTcH HU  ABAAITCH 
ABYXKyUWMMNcs. [lostomMy HKO- 
CbI - CYTb OMA". 


CormacHo cBugeTenbcTBy Manyuna Xpucada (Manuel 
Chrysaphes 44,143-150), ΠΟΡΒΡΙΜῈῊ co3qaTenHMU WKOCOB OBI 
Aneot, ΜΟΔΗΗ Tumka, akoObl “Nogpaxapuimi Aneoty" ("τὸν 
᾿Ανεώτην μιμούμενος"), Huxudop Uruk, a 3aTem Βαεπηκμῆ 


YoaHH Kyky3eJib. 


6 το KaTeropHyecKoe yrBepxeHHe, KOHeCYHO Xe, He 
COOTBETCTByeT elHcTBHTembHOcTH. Ho, Kak cTaHeT ACHO H3 
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jaibHelittero TexcTa, VioaHy [ImycvagvH MMCJI B BHAY COBCCM 
§pyroe: HOBoe TOMKOBaHHe CHCTeEMbI UXOCOB pooouie, B TOM 
ὩΜΟΠΘ WM ΠΠΆΓΆΠΡΗΡΙΧ (CM. ΒΟΤΥΠΗΤΟΠΡΗΡΙ͂ O'CpK K HaACTOHLUICH 
maBe). 

7 3nech mepenvcuHkK oOcTaBHJI B PYKOMHCH HECKONBKO 
ΜΗΠΠΉΜΟΕΤΡΟΒ cBOoboaHOro MecTa. Ho OHO HacTObKO He~ 
3HAYMTeIbHO MO CBOMM pa3MepaM, TO Ha HEM HCBO3MOXHO 
YMECTHTb axe camblii KpaTKHH HEBMeHHbIN cpparMcut. CKopec 
ΒΟΘΙΓΟ, OHO 6bIIO ΟΟΤΆΒΠΘΗΟ NepeMHCYHKOM He JIA ΤΟΙ͂Ο, uTOObI 
BNOCJIENCTBHM MOMECTHTb B HEM HEBMCHHbIH NpHMcp, CKOJIBKO 
WA Toro, YOO! WaTb 3HaTb ἩΜΤΏΤΟΠΚ, ἯΤΟ B PYKOTIHCH- 
MCTOUYHNKe MMeeTcsA TAKOH ΠΡΗΜΘΡ. 

8 Ora ΜΠΘΗ, YTBepxKaloulad, ἯΤΟ BHE HXOCOB, TO CCTb BHC 
ΠΑΠΟΤΟΗΔΠΒΗΟΪΙ CHCTeMbIl OKTOHXa, HE MOXCT ObITb NEB'YCCKOTO 
MCKyCCTBa ἢ BOObIIe MY3bIKH, BbICKaSbIBAIACh HE TOJILKO 
MoanHom Ππυομδπμηομ. B tpaxrate Taspnnsa (84, 534-540) 
MbI ἹΜΤΔΘΜ: 

"Ev τούτοις γοῦν τοῖς "Jlio6aa μοποπῃ9., [προ- 
ὀκτὼ ἤχοις εὑρίσκεται ἅπασα Η3ΞΒΟΠΗΜΔΗ)] Η HHCTpyYMCH- 


M51 ᾿ς ἢ : apBa- 
μελῷδια καὶ ἡ δι ὀργάνων καὶ ἡ TaMH, ἡ roylocaMH, H Y a 7 
ὧν ἃ ᾿ hs OB Haxo 

διὰ φωνῶν ἐμμελῶν καὶ ἡ ἐν τος ΡΒ; HY WUIMHOB δ 
; ἑν ὦ 9THX ΒΟΟΡΜΗ Hxocax. HM πργυ- 
βαρβάροις καὶ ἡ ἐν τοῖς EAAn- 


διε 0. — οι THX HXOCOB, KPOM€ STHX, HC 
ον παρα TOUTING χοῦν — cyuecTBYeT... MbI He MOXKEM 
οὐκ εἰσιν... ημεῖς δε... ἄλλους δὲ 


3 ‘ | CO3HaTb Dpyrve WXocbI, a BCE, 
γησαὶ ἤχους τῶν ἀδυνάτων. uyo noeTca, 6yeT MpHHade- 
Ἀλλὰ Ad ONEP εἴποι τις EVLTIVL κ27» KaKOMY- πηῦο 9383 BOCbMH 
τῶν ὀκτὼ ὑποπεσεῖται". MXOCOB’". 


9 ἐν ἑκάστῃ φωνῇ. Πργτοῦϊ nepepoq φωνή He Mepezact 
ΜΥΞΡΙΚΆΠΡΗΟ- TeOpeTHYECKOLO CMbICIa STOFO MECTA. 

10 3necbh CMBICA TepMMHa “IviaranbHbIi BbIBOAMTCA H3 
ΟΒΙΤΟΒΟΙΓΟ =3HayeHHA rmarona πλαγιάζω (NOKHTbCH ΟΠΆΤΡ, 
ὙΚΠΑΠΒΙΒΆΤΡΟΣ B TlocTemb). HeKoTOpbIM YacTHYHbIM OMnpaB- 
MaHWeEM TaKOW aOcoOTHO HeHay4YHOH 3THMONOFHH ABIACTCH 
CTpemMeHHe OObACHHTb yuallleMycA, ἯΤΟ ΠΠΑΓΆΠΡΗΡΙΟ ΗΧΟΟΡΙ 
TeopeTHyecKH (H ΤΟΠΡΚΟΙ ) 3aHMMaIOT HYDKHIOIN Ciepy 3ByKO- 
BOTO lipocTpaHcTBa. B ἈΗΒΟΪ Xe MY3bIKaJIbHOH MpakTHKe BCE 
ΠΡΟΜΟΧΟΠΗΤ HaMHoro pa3HooGpa3sHee M He CTONb CX€MaTH- 


3HpoOBaHHo. 
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Henb3H He 3aMeTHTb Takxke, ὍΤῸ WoaHH IInycnannn 
BCKOJIb3b YNOMHHACT 30ecb Καὶ Apyroe, ObiToBaBluee B NeBYeCKOH 
cpeye OOLACHeHMe ΠΠΑΓΆΠΡΗΒΙΧ MXOCOB Kak "“CbIHOBeHM OCHOB- 
HbIX, M60 B y4YeOHOH ΤΡΠΜΠΜΗ MWiaralbHbie BCera Mpou3Bo- 
AWIMCb OT OCHOBHBIX. IIpyyem MoanH [Inycuannvn npakTuueckh 
COBMelUaeT O6a TOJIKOBAaHHA B ONHOM MpocTpaHHOM Mpego- 
XKeHHH. 

Ἧτο xe kKacaeTch MCTOPH4YeCKHX ΠΔΗΗΡΙΧ O MPpoOHcxo- 
XMCHHN TEPMHHOJIOIMN OKTOMXa, TO, KaK H3BECTHO, OHM yTpa- 
ἼΘΗΒΙ. EctM cyMUTb NO CaMOMy PaHHEeMy M3 H3BeCTHBIX cehyac 
ΥΠΟΜΜΗΔΗΜΗ͂ 5ΤῊΧ TePMHHOB B JaTMHCKON ΠΗΤΘΡΆΤΥΡΘ, To AA 
πλάγιοι HCNOMb3OBANINCh Ba NWaTMHCKMX CHHOHMMAa: “obliqui seu 
laterales", cmM.: Pseudo-Alcuini Musica//Gerbert M. Scriptores 
ecclesiastici de musica sacra potissimum. Vol. I, 26-27. 

ΠΡ mepepoge «a w3MeHMJ pluralis Ha singularis pany 
ΥΗΜΦΜΚΆΙΜΗ ΚΘ M3BECTHbIX ἹΜΤΆΤΟΠΙΟ CIOTOB. 

12 Jlanee 30ecb, ΟἼΘΒΗΠΗΟ, ΠΟΠΡΑΞΥΜΕΒΆΘΤΟΣ ΜΞΠΟΣΚΘΗΜΘ 
ΗΘΒΜΘΗΗΟΙῸ OOpasila, XOTA B PYKOMMCH AIS HeTO axe He 
OCTaBJIEHO MECTA. 

13 μέσους 3AMMCTBOBAHO M3 Codex Dionisius 570. Onnako 

BPA JIM HYKHO ΠΥΜΆΤΡ, ΤΟ Nepemucunk PAHK 63 μπῇ nepe- 
NHCYMK PyYKOMNMCH - UCTOYHHKA YMBIWIICHHO ΒΡΙΠΥΟΤΗΠ 3TO CHO- 
BO, 3HaA YTO μέσοι ἤχοι MU Sipwvor Ayo. C MY3bIKaNbHO-Teope- 
THYeCKOH TOUKM 3peCHHA paBHO3HAYHbI. CKopee Bcero, MponycK 
μέσους - 9ΠΟΜΘΗΤΆΡΗΔΗ OlIMOKa MepenucunkKa, a H3MeHeHHe 
pluralis Ha singularis - ero "TBOpYecTBO". 

14 3necb HM anee Tpoetoune |... ] nompasyMeBaeT WaKyHbl B 
TeKcTe, KOTOpble B PYKOMHCH-MCTOUHMKe 3aMOHEHbI HEBMeH- 
ΗΡΙΜῊ TIpHMepaMn. | 

'S He ABISIOTCA ΠΗ Ba NOCMeEAHUX ΠΡΟΠΠΟΣΚΘΗΜΣ ΓΠΥΧΗΜ 
OTTOJIOCKOM 3HAMCHHTOH AHTMYHOM TeopvuH 3Toca rapMOHHH. 
JleucTBUTeIbHO, BCe ΞΠΉΤΕΤΡΙ, ynOTpeOlsaeMble B TeKcTe, ONM3KU 
K TEM, KOTOpble UCNMONL3OBaIMCh APeCBHHMHM aBTOpaMN JIS 
XapaKTepWMcTHKM ΠΟΡΗἥΟΚΟΙ rapMoHHN. Ecnuu Πἴοδηη [Inycn- | 
ΔΠΜῊ MpeAcTaBldeT NepBbIM MXOC KaK ἰσχυρός (CHJIbHBIM), πεπα-- 
ρρησιασμένος (CMEIIbIN), πολεμικώτατος (CAMbIM BOMHCTBEHHbIM), 
λαμπρός (BEIMKONeCNHbIM), TO B COUMHEHHMAX DpeBHerpeyecKHXx 
aBTOPOB BCe, UTO ObINO CBAH3aHO C JOPHMHCKMM My3bIKa@aJIbHbIM 
CTHIEM (ἁρμονία, τρόπος, μέλος a MHOTMa Ἡ τόνος), MpewcTaeT 
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Kak ἀνδρώδης, μεγαλοπρεπής (Athenaei Deipnosophistai XIV 624 a) 
- MYX€CTBEHHbI, BeEIHYeCTBEHHIN; ἀνδρεῖος (Aristotelis Politica 
VIII 7 10) - myxecTBeHHbIii; ἀξιωματικός, σεμνός (Pseudo- 
Plutarchi De musica 1136 d §16; 1136 f $17) - SBaxHbIH, 
TOpxecTBeHHEI. Bonee Toro, Moann IlnycuaqwH NpHMeHAeT 
ΠΡΗΠΑΓΆΤΕΠΒΗΟΘ γαῦρος, KoTOpoe ΠΡΗΟΥΤΟΤΒΥΕΤ WH y AduHesA 
(Dipnosophistai XIV 624 d) 11a XapakTepHCTHKM ΓΗΠΟΠΟΡΗΜΟΚΟΝ 
ΓΆΡΜΟΗΜΗ͂. 
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Translation 


Another parallage which is called 


‘The Exposition of Music" 


After this! I decided to state some short mule, which easily 
covers the value and functions of the plagal echoi. Though not 
the basic but the plagal [echoi] 2 were determined, they also 
have great hypostases and values, for they have diphonic and 
triphonic [echoil]?. 

The plagal of the first [echos} which is the first among the 
plagal, has the third echos for diphonia, and the plagal of the 
second has the fourth echos for diphonia. While the plagal of 
the third, or "the low", has the first [echos] for diphonia. The 
plagal of the fourth has the second [echos] for diphonia. 

The plagal of the fourth has the third [fechos] for 
triphonia. And the plagal of the third, or "the low", has the 
second [echos] for triphonia. And the plagal of the second has 
the first [echos] for triphonia, which [that is, the echos], when 
modulated, forms "nenano". The plagal of the first has the 
fourth [echos] for triphonia. 

It is here that the old rule is proved, according to which, 
every triphonia creates one and the same echos both in raising 
and lowering’, but differently in each [echos}] and regarding 
each fof them], and sometimes from the melos, sometimes 
from the parallage, sometimes this way and sometimes another 
way, Sometimes only from the melos, and sometimes from the 
parallage with the melos, and sometimes from the parallage 
only. For in the oikos>® of the plagal of the fourth [echos] you 
will find one and the same third and the second middle ones. 
Thus, having created triphonia from the third echos, you will 
find the second [echos], and from the middle second, that is, 
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“neanes”, having counted three phonai, you will find the third 
[echos}. 

Therefore, our main teacher in all [musical] beauties, 
who is like a luminary of knowledge to us - the blessed Master 
loannes, called Koukouzeles, - established everything perfectly 
and, as is known, determined only 4 basic echoi®. Having 
formed and placed these main and basic echoi, he represented 
their nature and origin perfectly. [But] he had not established 
any rule for the plagal, except the only one, though, which is a 
general one that he discovered so remarkably and represented 
as chanted by 4 ascending degrees, like this... ”. 

By means of four oligona from the plagal [ones] he 
showed four basic [echoi], and on the four descending 

Fol.52 v. [degrees], that is, by means of four apostrophoi, he introduced 
the plagal echoi in reverse order from the basic [ones]. Thus, he 
showed the basic and the plagal and in this way he, in fact, 
explained |their essence}. 

A musician creates the basic echoi, rising by degrees from 
the plagal echoi. And as a result, the plagal of the fourth 
appears to be the fourth, the low [appears to be] the third, the 
plagal of the second [appears to be] the second, the plagal of 
the first [appears to be] the first. Lowering the same [echoil, by 
raising which he gets the basic ones, he is sure to find out the 
plagal. 

Well, that blessed man, satisfied with only these [relations 
between the echoi], did not give any other specific feature of 
the plagal echoi, nor did he specify that they pass their own 
hypostases further but surround them inside the basic [echoi] 
and are mixed [with the latter], and are listed together: the 
plagal within the basic and the basic within the plagal [echoi}, 
the basic go down to the plagal and the plagal go up to the 
basic. So they do exist in regard to each other. 

Therefore, we, following the same principle, thought it 
necessary to say everything indispensable and state that the 
plagal echoi also dominate, [like the basic ones], which is 
neither bad, nor wrong, though, as I convince myself. We shall 


685 


SS τσ τσ...» “ΚοὃὖΨ᾽ΓἔοὅὁΠὍΠἕΨ[θ Ἅ«-ὄ--...-. 


Fol.53 


say [about it as if] wiping the foreheads of the ancients, 
wringing their sweat [as if] out of a sponge, for they told us 
very little about the essence of the matter and in brief 
expressions at that. But [from these brief remarks] we obtained 
great benefit, as if from a small sparkle [which] usually kindles 
great fire. Thus, if somebody wanted to trust in us and choose 
us as his teacher, we should teach him in the basis of such 
approach, for all that was said [about it] is fairly clear. And you 
just learn the rule on the whole: establish the four basic echoi, 
that is, the first, the second, the third, the fourth, and the 
plagal, as it seems to me, are the plagal of the first, the plagal 
of the second, the plagal of the third, called “the low", and the 
plagal of the fourth. 

The basic [echoi] are called [so] bacause they dominate 
over all mele and chants, for no one can sing [even] a small 
melos, which is not rendered in these echoi, and because there 
are no one other higher than they are, and they are primary, 
like the sources of all [other], from which anyone would like to 
sing and raise his voice’. Therefore they are rising, aS is 
ascending, so that in every case of ascension you will find the 
basic echos on every degree’. 

Since every [chanter] not only raises but also lowers, [as 
if] going to bed, like the one having rest, they also have their 
indicated plagal [echoi] into which they lay themselves and give 
themselves to rest completely. Therefore they are called plagal 
and resting, as if they were laying the basic ones in them and 
having complete rest, just as one has sons and children, for out 
of them they were born and formed!®, 

From them all diphoniai, triphoniai and tetraphoniai, as 
well as the "“neanos" and the "“naos"!', the middle, the 
paramiddle, the basic and the parabasic [echoi] are derived. 

In raising and lowering the basic [echoi] have the 
following diphoniai. The first echos in raising has the third 
[echos] for diphonia, and “the low" in lowering. The second has 
the fourth [echos] for diphonia in raising, and in lowering [it 
has] the plagal of the fourth. It is itself the "neanes” like 
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this...'2, which is called the second middle [one]. The third 
[echos] in raising has the first [echos] for diphonia, and in 
lowering [it has} the plagal of the first. The fourth [echos] in 
raising has the second [one] for diphonia, and the lowering [it 
has] the plagal of the second. 

In the same way the so-called "legetos” exists, which 
often turns out to be "low" owing to the double parallage. 

The basic [echoi] have the following triphoniai. 

The first [echos] in raising has the fourth [echos] for 
triphonia, and the plagal of the second in lowering. The second 
[one] has the first [echos] for triphonia in raising, and “the low 
" [one] in lowering. The third [echos] in raising has the second 
[echos] for triphonia, and the plagal of the fourth in lowering. 
The fourth [echos] in raising has the third [echos] for triphonia, 
and the plagal of the first in lowering. 

Here the double parallage also originates. 

Know their general and generic rule, that mele and 
phthorai change echoi and replace one by another: and the first 
[echos is changed] into the second, the second [is changed] 
into the third, the third into the fourth, etc. 

However, the plagal have the middle"? [echoi], diphoniai, 
triphoniai and tetraphoniai. Thus, the plagal of the first [echos] 
has the third [one] for diphonia and for the middle [echos]. For 
the diphonic and the middle [echo] are equal, since diphonia is 
the middle of tetraphonia. Of course, the plagal of the first 
fechos] in raising has the third for, as they say, diphonia and 
for the middle echos, and [it has] “the low ” in lowering. While 
the plagal of the second has the fourth [echos] for diphonia in 
raising and the plagal of the fourth in lowering "The low’ has 
the first [echos] for diphonia in raising and the plagal of the 
first in lowering. While the plagal of the fourth has the second 
Fol.53 ν. [echos] for diphonia in raising, and the plagal of the second in 
lowering. , 

They [also] have. triphonia. The plagal of the first has the 
fourth [plagal echos] for triphonia in raising, and the plagal of 
the second in lowering. The plagal of the second has the first 
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echos for triphonia in raising, which, modulating, creates, as 
they say, “nenano" and in lowering [it has] “the low", which, 
modulating, [is transformed] into “legetos”. "The low" has the 
second echos for triphonia in raising, and the plagal of the 
fourth in lowering. The plagal of the fourth, according to the 
measuring of the parallage, has the third [echos] for triphonia 
in raising and the plagal of the first in lowering. According to 
the measuring of the double parallage, the rule says that any 
triphonia creates the same echos. Thus, it turns into the fourth 
plagal [echos] without any hindrance. 

They have tetraphonia in the following way. The plagal of 
the first has the first [echos for tetraphonia], which, [that is, the 
first echos] is called its basic one. In fact, the one which is 
called basic, is tetraphonia for others. For if we [take] three 
other basic [echoi] too, they are tetraphoniai by nature and 
order, for [each of them] exceeds the other [by four phonai]. 
Going every other four phonai up from every plagal echos, you 
will easily find its basic [echos], which is called tetraphonia. 

If from the established echos you went four phonai up, 
for example, from the plagal of the first [echos], you would sing 
like this... 14, 

from the plagal of the second... 

from the low... 

from the plagal of the fourth like this... 

Here you have learned all basic tetraphoniai, because you 
went four phonai up from [the corresponding] plagal echoi and 
discovered the basic [echoi]. 

However, if by the name of tetraphonia, as was 
mentioned befofe, all other [echoi] are called, then the first 
echos still has, if compared with them all, the power which 
makes it more notable for tetraphonia than any of them. It has 
many specific features: first, it is proud and strong, as if it were 
the most militant; then, it [has] a magnificent and solemn 
melos, and [it is also characterized] by the grandeur of its 
sounding. Therefore, due to [its] supremacy the first [echos] is 
more magnificent than the others!'>. Thus, it happened that 
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[owing to] its supremacy it is called the first, and its pleasant 
tetraphonia is produced by goins 4 phonai up from the plagal of 
the first [echos]. 

The plagal of the second has the second [echos] for 
tetraphonia. “The low" has the third [echos] for tetraphonia. 
The plagal of the fourth has the fourth echos for tetraphonia. 

The paramiddle of the parabasic [echoi] are distributed 
[in such a way]: the plagal of the first [has] the second echos 
[for the paramiddle], the plagal of the second [has] the third, 
the plagal of the third, or “the low" [has] the fourth, the plagal 
of the fourth [has] the first, like this... 

If somebody wonders why the plagal echoi, though they 
are lower than the basic [ones], have tetraphoniai, while the 
basic have none, [I shall answer in the following way]. 

For the plagal [echoi] which exist in nature have the 
basic ones for the so-called tetraphoniai, and the basics which 
exist in nature do not have basic, because their tetraphoniai will 
[not] exist. For, if from the basic tetraphonic echos, that is, 
from the dominant one, we ascend or descend by four phonai, 
then, as it should be, that [echos] will form the basic and will 
be called basic, which, ascending and descending by four 
[phonai], will appear to be not the basic but the plagal, when 
you lower [that one] by four phonai. 

So, the plagal have their basic for tetraphonic echoi, for 
they [themselves] can never be basic, but [are only] plagal. In 

general, the basic [echoi], being dominant, have never 
had [their own] basic and have never been called plagal, [and 
thus it should go on] as long as they are basic. Such are [the 
speculations] about them. 

It is also said about mele and phthorai that they change 
echoi, parallage and the double parallage itself. Sometimes they 
can create somewhat different essence and melidy as compared 
with the existing one. This will be found in the present rule by 
the one, who will thoroughly study what we have set forth 
about interval measuring, the order and the knoweledge of 
echoi. 


AA 3akaa N° 2443 689 


and of those versed in music iereus Ioannes, who got the name 
of Plousiadenos. 

If this is sufficient, musicians, then let it be of use for 
you, for the gratitude to God illuminating gives reason. If [the 
pupilj finds them useless and unnecessary, let him blame not 


It is done and composed bu the most humble of priests | 
art but my ignorance. 
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Comments 


1 That is, after the "method' of Ioannes Plousiadenos, given 
in Codex Dionisius 570 before the treatise. 

2 In the “method”. 

3 This phrase is still to be comprehended in the future 
studies of Toannes Plousiadenos'’s treatise: ὑποστάσεις and 
δυνάμεις is unlikely to be directly connected with the 
organization of mode tonality forms of the music material, as, for 
example, are φωναί and μαρτυρίαι. 

4 In the treatise of Ionnes Laskaris, included in the same 
Codex Dionisius 570 (fo1.40-43), this rule is given in the following 
words: "Γίνωσκε γοῦν, ὦ ἀκροατά, ὅτι πᾶσα τριφωνία TOV αὑτὸν ἦχον 
ποιεῖ- ἤγουν ἀπὸ τὸν καϑ ἕν ἦχον εὔγα φωνὲς τρεῖς, πάλιν ὁ αὐτὸς 
ἦχος ἐστιν: αὕτη ἐστίν ἡ τριφωνία" (Στάϑης Tp. Τὰ Χειρόγραφα... 
Β, 701). However, in the list of the treatise by Ioannes Laskaris 
given in Codex Atheniensis 240] this rule seems to be missing (see: 
Bentas Ch. Op. cit., 22-23). 

5 The oikos (οἶκος) together with kontakion (κοντάκιον) are 
a part of the morning kanon and of the akathistos (ἀκάϑιστος) as 
well, - the chants praising Christ, the Virgin, the saints or in 
honour of some religious feast. The oikos and the kontakion have 
the same contents, though in the oikos it is given in a more 
extended way and thus, the oikos is a certain development of the 
theme of kontakion. As a rule, the kontakion and the oikos are 
chanted in one and the same echos. 

In Greek church literature there existed quite a few poetical 
images "playing up" the different meanings of the word οἶκος: "a 
chanting section” and " a house”. Here is one of them which has 
survived in the work of Nikephoros Kallistos Xantopoulos (XV c.) 
" Ἑρμηνεία τοὺς ἀναβαϑμοὺς τῆς ὀκτωήχου... " ("The Expositioin 
οἵ Oktoechos Degrees... "): 
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Se πα τος - αὶ ὁ ὁ ὁῸὃ 


"Τὸ δὲ κοντάκιον καὶ ὁ 
οἶκος, ὡς φασί τινες, συντόμως 
ἤ \ ‘ τ ” ~~ 
περιέχει TO πᾶν τῆς ἑορτῆς, ἤ τοῦ 
ς f a f af af v 
aylov, εἴτε βίος εἴη, εἴτε ἄϑλησις 
1) ἄλλος τις ἔπαινος. Τὸ αὐτὸ δὲ 
καὶ ὁ οἶκος᾽ ὡς γὰρ ὁ οἶκος 
περιέχει ἄρδην τὴν οὐσίαν τοῦ 
ἔχοντας αὐτὸν, οὕτω καὶ ὁ οἶκος 
περιέχει ἐν συντόμῷ καὶ δεί- 
κνυσι τὰ τῆς ὑποϑέσεως τοῦ 
~ ‘ -. ¥ 
ἁγίου ἤ τῆς ἑορτῆς. Αλλοι δὲ 
λέγουσι διὰ τοὺς ἐν ἄστροις 
οἴκους᾽ οἱ γὰρ τόποι ἐκείνων 
7, f ὼ Tv 3 
οἶκοι λέγονται, EV οἷς Eslolv 
ἐστηριγμένοι, ἤ μένουσιν, ἤ 
περιστρέφονται καὶ κινοῦνται᾽ 
a ὖ - A ‘ Gq af ὃ % 
EV οὐρανῷ SE καὶ οἱ ἁγιοι. Enet 
δὲ νοητὸν στερέωμα καὶ f 
ὃ ft 
Ἐκκλησία tod Θεοῦ, ot δὲ ἅγιοι 
ἀστέρες νομίζονται, χρεὼν αὐ- 
‘ [1 4 ? 2 f 
τοὺς ὡς EKElVOLSG ἁναλόγους 
λ ‘ a 
ἔχειν καὶ οἴκους, δι ὧν στη-- 
ρίζονται, καὶ κινούμενοι φαί- 
νονται᾿ εἶεν δ᾽ ἄν οἱ οἶκοι οὗτοι" 
‘ 
(Νικηφόρος Κάλλιστος. Eppn- 
νεία εἰς τοὺς ἀναβαϑμοὺς τῆς 
a ζ 
ὀκτωήχου.... Εν [Ιεροσολυμοις 
1862, 127). 


"The kontakion and the 
oikos, as some say, contain in 
brief everything about a feast, 
or about a saint: it is either 
[his] life, or [his] feat, or some 
other praise in his honour. The 
same with the oikos. For, just 
as a house [that is, the oikos] 
contains the entire property of 
its owner, so does the oikos 
contain in brief everything that 
points out the subject [of the 
hagiography] of a saint or deals 
with a feast. Others speak of 
the oikos-houses on the stars. 
For their space is called oikoi- 
houses, on which they are 
placed motionless or rotating 
and moving. For the saints also 
{are} in Heavens. And as the 
vault fof Heaven] ahd the 
Church of God are compre- 
hended by reason, and the 
saints are called stars, it is 
nessesary that they, like them, 
[that is, like the stars], should 
have oikoi-houses, due to 
which they are placed and are 
moving. Therefore, oikoi are 
houses. " 


According to the evidence of Manuel Chrysaphes (Manuel 
Chrysaphes 44, 143-150), the first creators of oikoi were Aneotes, 
Ioannes Glukes, supposedly "imitating Aneotes" ("tov ᾿Ανεώτην 
μιμούμενος"), Nikephoros Ethikos and later the great Ioannes 
Koukouzeles. 

6 This categorical assertion is not true, of course. But as 
will become clear from the following text, loannes Plousiadenos 
meant something quite different, namely, a new interpretation of 
the system of echoi at large, including the plagal echoi (see the 
introductory article to the present chapter). 

7 In this place of the manuscript the scribe left some 
millimetres of blank space. But it is so small in size that even the 
shortest neumatic fragment could not have been placed here. It is 
likely to have been left by the scribe not for inserting a neumatic 
example later but to let the reader know that there was such 
example in the manuscript source. 

8 It was not only Ioannes Plousiadenos who expressed the 
idea stating that there can be no art of chanting and music in 
general without mode tonality system of oktoechos. Thus, we read 
in Gabriel's treatise (84,534-540): 

"Ἐν τούτοις γοῦν τοῖς "Any melody |produced] 


ὀκτὼ ἤχοις εὑρίσκεται ἅπασα by instruments and by voices, 
μελῷδία καὶ ἡ δ ὀργάνων καὶ ἡ both with the Barbarians and 


διὰ φωνῶν ἐμμελῶν καὶ ἧ ἐν τοῖς the Hellenes is within those 
βαρβάροις καὶ ἡ ἐν τοῖς eight echoi, and no other echoi 


Ἕλλησι. πὶ λα but these do exist... we cannot 
make other echoi, and all that 
τους ἦχοι οὐκ εἰσίν.. . ἡμεῖς BE... ig chanted, will refer to one of ) 
ἄλλους δὲ ποιῆσαι ἤχους τῶν the eight echoi". 
ἀδυνάτων. AAG πᾶν ὅπερ εἴποι 
τις ἑνί τινι τῶν ὀκτὼ ὑὕπο- 
πεσεῖται". 

9 ἐν ἑκάστῃ φωνῇ. Another translation of 4 φωνή will not 
render the meaning of this place from the standpoint of musical 
theory. 

10 Here the meaning of the term "plagal" is derived from 
the everyday meaning of the verb πλαγιάζω ("to go to sleep", "to 
go to bed"). Such ethmology, far from being scientific, can be 
justified to some extent by the wish to explain to the pupil that 
the plagal echoi occupy the lower part of the sound space but 
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ae eet ll πῶς. 


theoretically, while in musical practice, things are much more 
diverse and not so schematized. 

One cannot fail to notice that loannes Plousiadenos 
mentions here, if in passing, another explanation of the plagal 
echoi, so popular among the chanters, according to which the 
plagal echoi were considered "the sons" of the basic ones, for it 
was traditional in teaching practice to derive the plagal from the 
basic echoi. Both interpretations are given by _ loannes 
Plousiadenos in one and the same verbose sentence. 

As to the historical data of the origin of oktoechos system 
terminology, it is known to have been lost. Judging by the earliest 
of the known records of those terms in Latin literature, two Latin 
synonims were used for πλάγιοι: “obliqui seu laterales", see: 
Pseudo-Alcuini Musica// Gerbert M. Scriptores ecclesiastici de 
musica sacra potissimum. Vol.1,26-27. 

1! In translation I changed pluralis for singularis for the sake 
of unifying the syllables already known to the reader. 

12 Most likely, a neumatic example was to have been given 
here, though there is no place left for it in the manuscript. 

13 μέσους is borrowed from Codex Dionisius 570. However, 
the scribe of RAIC 63 or the scribe of the manuscript source is 
unlikely to have left out this word deliberately, bearing in mind 
that μέσοι ἤχοι and δίφωνοι ἦχοι had one and the same meaning 
from standpoint of musical theory. The omission of μέσους must 
have been an ordinary mistake of the scribe, and changing pluralis 
into singularis was the result of his "creative efforts”. 

14 Here and further three dots |... 1] denote lacuns in the 
text, which in the manuscript source are filled with neumatic 
examples. 

15 Can the two last sentences be a remote echo of the 
famous classical theory of the harmony ethos? And indeed, all the 
epithets, used in the text, are close to the ones that were used by 
the ancient authors to describe the Dorios harmony. loannes 
Plousiadenos defines the echos as ἰσχυρός (strong), | 
πεπαρρησιασμένος (brave), πολεμικώτατος (the most militant), 
λαμπρός (magnificent), whereas in the works of Ancient Greek 
authors everything connected with the Dorios musical style 
(ἁρμονία, τρόπος, μέλος and sometimes τόνος) is described as 
ἀνδρώδης, μεγαλοπρεπής (Athenaei Deipnosophistai XIV 624 d) - 
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courageous, sublime; ἄνδρειος (Aristotelis Politica ΠῚ 7 10) - 
manly; ἀξιωματικός, σεμνός (Pseudo-Plutarchi De musica 1136 d 
§16; 1136 f §17 ) - grand, solemn. Moreover, loannes 
Plousiadenos uses the the adjective γαῦρος, which Athenaeus had 
also used (Dipnosophistai XIV 624 d) to describe the Hypodorios 
harmony. 
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Inaspa IV 


M3 “Baexenua B My3bIKy" Κηρηππὰ Mapmapnuckoro. 


Tenepb HaM ἩΘΟΟΧΟΠΗΜΟ OOpaTHTbCA Καὶ MepBOMy pa3zeNy 
Konexca PAHK 63, re u3noxeH TeKcT TpakKraTta Kupwuia Map- 
MapwHckoro. Ho npexe Bcero HarmoMHW Te JO lipeyesia CKyIble 
ΟΒΟΠΘΗΜΗ, KOTOpble H3BECTHbI O CaMOM Kupwiiue. 

OH podWJIcd Ha MaIeHbKOM oOcTpoBe Mapmapa (Map- 
μαρᾷς), PacrlosIOKeHHOM B MpamMopHomM Mope (rox ero poxie- 
HHA YCTAaHOBMTb MOKa He MpescTaBIAeTCA BO3MOXHbIM). Ha3Ba- 
Hve 9ΤΟΙῸ OCTpOBa HM Jano ΠΡΟΞΒΜΙΠΘ ΚΗΉΡΗΠΠΥ, cTaBluemMy 
“MapMapvuckum. Hexkotopoe BpeMA OH CAYXKWI eNHcKONOM 
laHbI HW ΧΟΡΒΙ, a BIOCJICACTBHM CTal ΘΠΌΚΟΠΟΜ TuHoca. Kak 
MOXHO CYIHTb ΠΟ JOKYMeCHTaM, ΠΟΟΠΘΠΗΘΘ CObbITHe ΠΡΟΡΒ3ΟΙΠΠΟ 
He Mo3xKe 1736 rofla, TaK KaK B B NocTaHOBsIeHHu CuHona 9ΤΟΙΓῸ 
Toa OH yxe MMeHyeTcH emvcKoNOM TuHoca! . OnqHako, OH He 
HONrO 3aHMMaI TaM elIMcKorcKylo Kacdbeapy, TaK KaK B JOKy- 
MeHTe 1742 roma OH yxXe Ha3bIBaeTCA πρώην (ObIBIIMM) elIicKo- 
nom TrHHoca2. EcTb OCHOBaHHA CUMTaTB, ἯΤΟ ele B 1757 ΓΟΠῪ 
OH Ob ΚΗΒ, 60 O HEM YNOMHMHAacTcA ONATb-TaKM B JOKYMeHTe 
CyHona, DaTHpylollleMca 3THM fronom? . Bot, KaxkeTca, BCce 
OCHOBHbIe CBeJCHHA, OTHOCALIMeCcH K XH3HH Kupuana Mapma- 
PHHCKOrO, KOTOPbIMHM pacnonaraeT ceWyac Hayka. 

My3bike Kupwi odyyanca y Benmwuailliero rpeyecKoro 
MY3bIKaHTa, ΠΑΜΟΔΠΆΡΜΗ, a 3aTeM HM Mpotroncaita Benukon 
Ifepxsu [laHatiotuca ΧΑΠΆΠΒΟΓΠΥ (yMep B 1748 rony). My3pr1- 
KajibHoe Hacsieqve Kupwana MapmMapwHckoro He ΟΤΟΠΡ ΟΟΙΠΗΡ- 
HO, KaK y ΠΡΥΓΗΧ ΓΡΟΊΘΟΚΗΧ MeJyproB, H OHO JOCTaTOUHO Aerko 
WoMMaeTcA KpaTKOMY ΟΠΗΟΔΗΜΙΟ. 

ΟΥ̓ Mo pyKOMMCHM, HaHOONbUIyIO MONYAIApHOCTb Mosty- 
YMIIM cnheazyloulwve ero MecHONMeHHsA: "MHOFOMHMJOCTHBOe' (πολυ-- 


Ci: “απαδόπουλος.- Κεραμεὺς A. Ἑλληνικοὶ κώδικες Τραπεζοῦντος, “Apyetov 
Μητροπόλεως Τραπεζοῦντος ΠΒυζαντινὰ χρονικὰ 19,1912, 258-259. 
2Ni.: Ζακυϑηνὸς Δ. A. Κατάλογος τῆς Συλλογῆς Περικλέους Ζερλέντη //EEBL 13, 1937, 245. 
5 Ομ.: Παπαδόπουλους- εραμεὺς A. Κατάλογος τῶν ἐν τῷ Ἑλληνικῷ Φιλολογικῷ 
Συλλόγῳ βιβλίων ΧΈΦΣ. Παράρτημα Τ. Κ-ΚΒ ‘,1892,112. 
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ἔλεος) "Δοῦλοι Κύριον..." (ἦχος βαρύς), cepua “NpwyacTHEIX" 
(κοινωνικά) BO BCeX MxocaxX, TaK Ha3bIBaeMble "“YecTHeMIMe" 
(τιμιωτὲραι) "Meyadrodver ἡ ψυχή pov... Τὴν τιμιωτέραν τῶν Xepov— 
βίμ...", ΒΟΟΘΜΒ XCpyBHMCKHX, TakKoKe ΟΟΞΠΔΗΗΒΙΧ BO ΒΟΘΧ Mxocax, 
ΟΠΜΗΗΔΠΙΙΆΤΡ " yTpeHHux" (ἑωϑινά) πὶ ΚΑΠΟΦΟΗΜΈΊΘΟΚΗΘ ΠΡΜΟΟΒΙ. 
M3pecTHa ero ρδῦοτα, ΟΒΙΞΒΗΗΔΗ c MecHOMeHHAMM ΠΠᾺ AMTYyp- 
ΓΗ Bacunusa Benuxoro. Kupwin MapmMapyvuckuh ᾿ΠπΠρομππηπ" 
TakKxe XKH3Hb H€CKONbKHM CTapbIM ΠΟΡΚΟΒΗΡΙΜ TeCHONMeHHAM. 
Tak, OH clenan ἐξήγησις MecHONeHHA "Νῦν ai δυνάμεις" (ἦχος πλ. 
ao), HWCMONb30BaBlerocd ΒΜΉΟΓΠ 218 ΠΗΤΥΡΙΗΗ [Ipex- 
NeOcBALWICHHBIX JlapoB, HW 3HAMEHHTEIX CTHXOB 593 33 ΠΟΔΠΜᾶ " 
Γεύσασϑε..." (ἦχος a’, δ᾽ φῶνος). Crona xe cnezyeT ΠΟΘΆΒΗΤΡ, YTO 
TakKOH ΒΡΙΠΘΙΟΙΠΜΠΟΗ My3bIKaHT, Kak Iletp [lenomoHHecckuu 
(ObIBLIMH MOoMecTHKOM c 1764 no 1770 rr. uM NpoToncantTtoM 
Βεπηκοῦ Llepxsu c 1770 no 1777 rv. ), “apaHxkupoBas"” HeKo- 
Topbie NecHoleHva Kupwuia MapmapHHcKoro. 

ΤΆΚΟΒΟ B ΠΕΠΟΜ ero TBOpYeCcKoe Hacnenne. 

be3ycJIOBHO, HaHOoubllylo M3BECTHOCTb MpWMHec eMy Tpak- 
ΤΆΤ MO ἸΘΟΡΜΗ My3bIKH - TOT TpakTaT, KOTOPLIM HM COCTaBAAeT 
colepxKaHHe ΠΟΡΒΟΪ MONOBHHbI KoneKca PAHK 63. 

Kak yka3bIBaiocbh, KOJ€KC OTKPbIBacTCA MOCBALIeCHHeM, 
o6pallleHHbIM Κα ΜΗΤΡΟΠΟΠΗ͂ΤΥῪ JlepKon Camynuny* . BoT TeKcT 
(Tak, KaK OH H3NoxKeH B PAHK 63) πὶ nepesog 3Toro NocBs- 
WIeHMA: 


4 VAspectex MOKYMEHT, B KOTOpOM Camyust W3 JiepKoH WH ΚΉΡΗΠΠ 43 Τμηοοᾶ 
ΥΠΟΜΜΗΔΙΌΤΟΗ͂ PAOM B akTe O pyKONOOKEHHM Tpane3syHACKOro MHTPOMOHTa 
Ananua II (cm.: “Ζαπαδόπουλος- Κεραμεὺς A. “εροσολυμιτικὴ βιβλιοϑήκη. T.A ΄. Ἐν 
Πετρούπολει 1891, 214-215). 
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"Q (=TO) naviepotato 
σοφολογιωτάτῳ τε, καὶ ϑεο- 
προβλήτῳ μητροπολήτῃ τῆς ἁ- 
γιωτάτης μητροπόλεως Δέρκων 
κ(υρί)ῳ κυρίῳ Σαμουήλ, τὴν 
ὀφειλομένην πρόσρησιν, καὶ 
τὸν ἕν Χ(ριστ)ὴῶῷ ἀσπασμόν. 
(Τ)ὴν μουσικήν οὐ χϑές, καὶ 
πρώην, οὔτε ἰδιωτῶν παρα- 
λαβόντες ἔχομεν πανιερώτατε 
δέσποτα, ἀλλ ᾿ ἔστιν ἀρχαΐου 
χρόνου δῶρον, καὶ σοφῶν 
ἀνδρῶν ἐπινόημα᾽ καὶ πρώτους 
μὲν αὐτῆς ἔγνωμεν πατέρας, οὕς 
παρελάβομεν ἐκ τῆς ὀρϑῆς καὶ 
ἀψευδοῦς ἱστορίας τῆς ϑεο- 
πνεύστου γραφῆς μετ᾿ ἐκεί- 
νοὺς δὲ τοὺς παρ᾿ “Ἕλλησι 
ϑρυλλουμε- νοὺς ὁ σοφούς, 


"| Ero} CBATEMIIECTBY, 
MYJIPeHIIeMY, BO3BbIMICHHOMY 
boroM ΜΗΤΡΟΠΌΠΗΤΥ cBaATeH- 
meH MuTpononmmu JiepKkon, 
rocnoqHHy CamMyHly, ΠΟΙΣΚΗΟΘ 
IipHBeTCTBHEe H NovesyH BO 
XpHctTe. II]peocBaleHHbii 
Blalbika! He Byepa u He No- 
3aByepa WM He OT ἨΘΟΒΟΠΥΙΠΗΧ 
ΠΙΟΠΘΗ͂ NOWYIMIIN MbI MYy3BIKy. 
Oua- ΠᾺΡ cTaporo BpeMeHH ἡ 
M3s06peTeHve MyApbIx MyxXeH. 
YW nepBbimu ee OTIaMH Mbl 
TIPH3HAJIM TeX, O ΚΟΤΟΡΒΙΧ MBI 
ycIbIWaIH HenocpeqCTBeHHO 
M3 NipaBXHBbIx HCTOpHH Ooro- 
ΒΠΟΧΗΟΒΘΗΗΟΙῸ []vcaHna. A 
ΒΟΠΘΗ͂ 3a HMMM [ΜΠΥΤ] Te, Koro 


TIpOCNaBIAIOT JIIMHBI, 
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ὧν ἀρχαιότατος Ὀρφεὺς éxei— 
νος ὁ Θράξ, καὶ Μουσαῖος ὁ 
᾿Αϑηναῖος Εὐμόλπον, 
ust * οὕς Πυϑογόρας ὁ φιλό- 
σοφος, καὶ Σωκράτης αὐτὸς ὑπὸ 


ce 
υἱός 


Δάμωνος τοῦ μουσικοτάτου τὸν 
περὶ μουσικῆς λόγον διδαχϑείς᾽ 
καὶ ὅσοι ἄλλοι οὐκ εὐάριϑμοι 
ἐκ τῶν κατ᾿ αὐτοὺς ἱστορικῶν 
καὶ διηγήσεων φαίνονται ἔχου-- 
σα γοῦν ἡ μουσικὴ τὸ αἰδέσιμον 
ἀπὸ τε τῆς ἀρχαιότητος, καὶ τῶν 
ἐξ ὧν ἔχει τὴν ἀρχὴν καὶ τὸ 
σοφῶν ἀνδρῶν, πολλῷ 
πλέον ἔχει τὸ χρήσιμον ἐν τῷ 
μετὰ σώματος τούτῳ βίῳ, ἐπειδὴ 


εἶναι 


καὶ ὀργὴν οἷδε παύειν, καὶ 
οἶκτον κινεῖν, καὶ ἀτακτοὺς 
ὁρμὰς ἀναχετίζειν, καὶ ἀλόγους 
ἐπιϑυμίας καταστέλλειν ὅϑεν 
καὶ παρὰ τοῖς ἡμετέροις ἁγίοις 
πατρέσιν ἐγκριϑεῖσα, μόνον τὸ 
δι ᾿ ἁἀψύχον ὀργάνων μέλος, ὡς 
οὐκ εὔσχημον, καὶ ἱεροπρεπὲς 
ἀποδυσαμέην, ἐν τῇ ἁγίᾳ τοῦ 
Χ(ριστο)ῦ ἀνατολικῇ ἐκκλησίᾳ 


4 
ἐντίμως εἰσεκομίσϑη, καὶ τὰς 
πρὸς ϑ(εο)ῦ εὐχάς, παντοίγε τε 
¢ ‘ 
ὕμνους ἱκετηρίους, Kai δεήσεις 


EE ee τον: πὸ τ 


ΟΡΟΠΗ ΚΟΤΟΡΒΙΧ CaMbI ΠΡΕΒ- 
HM - TOT Ppakuey Opdeh u 
apvWHsAHHH Myce, chin Os- 
momma. [locne HHX - 3To du- 
nocom Iludarop u cam Cok- 
paT, oOyyaBLUIMvica Hayke o 
MY3bIKe Y MyY3bIKaJIbHeMiero 
JiamoHa. A Takxe bBce Te 
mpyrme HencuncyMMble {3Ha- 
MEHHTOCTH], W3BECTHbIe 3 
βΟΤΟΡΗ WU ΠΟΒΘΟΤΒΟΒΟΗΜΪ, 
NMOCBALICHHBIX ΗΜ. Mys3pika, 
MOuwNTaeMas| C CaMOH JApeB- 
HOCTH, ΠΡΟΒΜΟΧΟΠΗ͂Τ OT ApeB- 
HHX MyxKel, OT KOTOpPbIX OHA 
6epeT [cBoe] Hayano HU ογ- 
WIecTBOBaHHve. CBepx Toro, B 
9TOH TesJIeCHOH XKW3HH OHa 
IIPHHOCHT OOJbUIYIO ΠΟΠΒΞΥ. 
IlockosIbKy OHa YyMeeT IIpeK- 
palllaTb THEB, BbI3bIBaTb CO- 
cTpawaHve, CepxKUBaTh Xao- 
THYHbIe CTpacTH WM YCMUPATb 
Hepa3yMHble ΚΟΠΔΗΜΗ, πο- 
9ΤΟΜΥ OHA, NPHHsITas ἨΔΙΠΗΜΗ 
CBATLIMHM OTIaMH, οτύρο- 
CHBUIMMM TONbKO Mesloc 6¢3- 
AYUIHbIX MHCTPyMCHTOB KaK 
HeOjlaroyapHbih MW HeCBALICH- 
HbIM, Oba RoMnyujeHa B CBA- 
Tyio Ββοοοτόοῦηγο SC MLepKoBb 
Xpueta. ΜΌΠΗΤΒΡΙ, obpailen- 
Hbie Κα bory, wu sBoobme 
MoOJIeOCTBeEHHble ΓΗΜΗΒΙ ἢ 


ἡμῶν εὐρύϑμως ἐκφέρειν, καὶ 
ἐμμελῶς ἐκφωνεῖν ἐπετράπη 
ὀκτὼ δὲ τρόπους λαχοῦσα παρὰ 
τῶν κατὰ καιροὺς ἀναδει- 
χϑέντων κατ᾿ αὐτοὺς ἐκκλησι- 
αστικών διδασκάλων, οὕς καὶ 
ἤχους ἐκάλεσαν, καὶ ποικίλως 
ἐν τούτοις καὶ πολυειδῶς μελι-- 
ζομένη ἐν ταῖς ἀνιούσαις καὶ 
κατιούσαις φωναῖς τῇ δυνάμει 
τῶν ὑπὸ ταύτας τιϑεμένων 
σημεΐων, ἅτινα μεγάλα καλοῦ- 
νται σημάδια, εἰκότως καὶ 
πολλῆς δεῖται τῆς ἐπιστασίας 
εἰς τὸ τεπαρενε σπαρμένα τῇ 
ὁλομελείᾳ ἑκάστου ἤχου μέλη 
διαγινώσκησϑαι καὶ διακρί- 
νεσϑαι ἀλλ᾽ οὖν τῷ μάκρῳ 
χρόνῳ τὴν ἐν τούτοις ϑεωρίαν 
οὐκ ἀκριβῆ οἱ κατ᾿ αὐτὴν 
ἐνεργοῦντες ποιούμενοι GAA ° 
ἐπιπόλαιόν τινα τὴν τούτων 
γνῶσιν καὶ διδασκόμενοι καὶ 
μεταδιδόντες ἔλαϑον εἰς στενὸν 
πάνυ τὴν περὶ ταύτης ϑεωρίαν 
συγκλείσαντες, τὸ πολυειδὲς 
ἐκεῖνο ποικίλον τε καὶ πολύ- 
στροφον αὑτῆς ἁψεύτες ἁἀτεχ-- 
νολόγητον᾽ ὅπως οὖν ot 


MOJIBObI OHA ΠΟΞΒΟΠΗΠΔ ΠΡΟ- 
H3HOCHTb TapMOHHYHO H ΠΕῚΡ 
MeJIORMYHO. Ona oopesa oT- 
ΚΡΡΙΤΡΙΒ B Pa3JIMYHble BPeMeHa 
ΠΟΡΚΟΒΗΒΙΜῊ Yy4HTeAMM BO- 
Ce€Mb TOHAJIBHOCTeH, ΚΟΤΟΡΡΙΘ 
Ha3bIBaloT TakKxKe MXocaMH. 
HA3MeH¥MBO Ἡ pa3sHoobpa3HO 
nowjwlasichH B ΗῊΧ {[My3biKa 
co3qaeTca| BOCXOZAIIMMH ἡ 
HMCXOXAWIMMH = 3HaKaMHN [ἢ] 
yCTaHOBJICHHbIMH NOX HUMH 
o603HadeHHWAMH, KOTOpble Ha- 
3bIBaloOTCA OGObUIMMH 3Ha- 
KaMH. EctecTBeHHo, Tpe6yeTca 
NMOCTOAHHBIM ΗΔΠ3ΟΡ, 4YTOOLI B 
HMCMONHSIEMBIX ΠΟΠΉΚΟΜ MeJIO- 
caX K@KHOrOo Mxoca OHM pac- 
MO3SHAaBAJINCh HW pa3JIM4aJIHCh. 
OmHako B TeYeHHve ZoNroro 
BPpeMeHHW HX ΤΘΟΡΗΙῸ HeETOYHO 
ΠΆΙΟΤ Te, KTO 3aHHMMaeTCA en, 
a |[MpeOcTaBIAIOT JIMLIb] He- 
KOTOpoe MOBEPXHOCTHOeE 3Ha- 
HMe O HMX. Ob6yyaemble ἢ 
o6yyalolMe 536 ΚΠῸΟΜΜΠΗ 3TY 
TEOpHMlO B OYEHb y3KHe paMKy, 
[ynpoulaa] cnOXKHOe MHOTO- 
o6Opa3ve ἢ MCKycCHYW BepHyWw 
ee ΤΟΧΗΟΠΟΙΜΙΟ. ἸΤΟΟΒΙ H3yya- 
ΟΜ ee ἩΜΘΠῊ caMoe ποη- 
HOe ΡΥΚΟΒΟΠΟΤΒΟ ΠΟ My3bIKe H 
ΠΗ KAKDOrO M3 MeJIOCOB, OHM 
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ταύτην μεταιόντες ἐντελεστέραν 
διδασκαλίαν ἔχωσι μουσικῆς 
καὶ τῶν μελῶν ἑκάστου, καὶ 

? A , > re 4 
τρόπον καὶ λόγον ἁπορῶσι, ναὶ 
μὴν καὶ πρὸς 
μουσικὴν γένωνται, τὸ παρὸν, 


᾿ i 
EvLAGEOTEPOL 


ὁποιόν not * ἄν εἰς τοῦτο ovv— 
ἔτατε ποίημα; Καὶ πρῶτον μὲν 
ἐρωταπόκρισιν ἐποιη- 
τὴν τῆς 
ἔκϑεσιν, εἷς PAOCTEPAY τῶν μα-- 
ϑητιώντων κατάληψιν, ἧς ταδὲ 
τὰς 


κατ᾽ 


σάμεν προπαιδείας 


τῶν σημαδίων ἑκάστου 
ἐνεργείας, ἀφ ᾿ ὧν φερωνύμως 
ἐλαχὸν ὀνομάτων ἡρμήνευσα. 
καὶ ἐξῆς τὴν τῶν ὀκτὼ ἤχων 
διαφοράν, τὰς τε τούτων évep- 
γεΐας, καὶ τῶν σημαδίων αὐτῶν 
ὀκτάηχον, ὁλοσχερῆ χρῆσιν διὰ 
φωνῶν ὑφαπλῶσας & * ἑκάσ- 
τοῦ παράδειγμα, ναὶ μήν φϑο- 
ράς τε, καὶ τὰς ἐνεργείας αὐτῶν, 
Kal τὶς ἡ τούτων χρῆσις ἀκριβῶς 
τῷ λόγῳ γυμνάσας ὑπέδειξα ἵνα 
δὲ μουσικὸν ἀκριβολογήσωμας 
μέλος. τὴν ἡμετέραν πρὸς τὴν 
κατὰ πέρσας ἐνεργουμένη μου-- 
σικὴν ἀντεζετάσας, καὶ παρα-- 
ϑεωρήσας τῷ λόγῳ, τοὺς τε ἥ- 


ΗΥ̓ΣΚΠΔΙΌΤΟΣ B [ΒΘΡΗΟΜ] Ηδπ- 
ΡΑΒΠΘΗΜΗ Ἡ [TeopeTHyecKomM] 
COUMHEHHH, TOOL! ΟΤΔΤΡ 60- 
Jle€ OCHOBATCJIBHbIMM B MY3bI- 
Ke. Tak 4TO Xe, B KOHIe KOH- 
ΠΟΒ, [conep2xKHTcA] B 3TOM Co- 
yMHeHun? [Ipexge Bcero, A711 
Ooylee MerKOTO BOCIpHsATHA 
YYCHHKOB MBI Μ3ΠΟΣΚΗΠΗ Πο- 
CPECTBOM BOIpOCOOTBeTHHKa 
QJIEMeHTapHoe 3HaHHe, Pie 
[paccmMaTpHBaloTca] evicTBuA 
ΚΑΣΚΠΟΙΟ H3 3HAKOB, OT KO- 
TOPbIX OHH Nonyynsn [Ο0ΒΟΠ] 
Ha3BaHHa. Jlanee foOcyxzaeT- 
ca] pa3IM4uHe BOCbMM HXOCOB, 
MX eNcTBHH HW WX 3HaKOB, 
OKTOHX 3THX 3HaKOB, ΠΟΠΗΟΘ 
Hcnonb3soBaHve ΥΠΡΟΙΠΙΘΗΜΗ͂ 
JIA HHTeEpBasIbHbIX 3HAaKOB [H} 
TIpHMep Wiad Kaxkgoro§ [H3 
ΗΧΙ; a Takxe @TOpbl H Hx 
JI@MCTBHA; KpoMe TOTO, A yKa- 
3ay| B COUMHEHHM HeKoe TOY- 
HOe HX HCMONb3OBAHME B ΥὙπ- 
PaoKHEHHAX, YTOObI TOUHO HC- 
ΟΠΘΠΟΒΆΠΟΣ MY3bIKAJIBHBIM Me- 
noc. Halia My3biKa  como- 
CcTaBisetca [3necb] c NpHHs- 
TOH y Nepcos. Β ΘΟ ΜΗΘῊΜΗ 4 
paccMoTpell ΧΟΟΒΙ τοῦ [My- 
3bIKM], Ha3bIBaeMbIe MaKa- 
MaMH, HM BO3HHKaloulve 4X3 
HHX OCHOBHbIe [MaKaMbl] H 


χοὺς ἐκείνης μακάμια καλου-- 
μένους καὶ τοὺς ἐξ αὐτῶν 
ἀνακύπτων τὰς κυρίους τε καὶ 
καταχρηστικούς σοχμπέδες καὶ 


τ᾽ ἀλλ * ὅσα προσεπιϑεωρῆται 


τούτοις μουσικῇ γραφῆ παρα-- 


δοὺς, φωνὴν φωνῇ, καὶ ϑέσιν 
ϑέσει παραβαλὼν καὶ παρι- 
σώσας ἀκριβῶς ἐπεξῆλϑον, καὶ 
τοῦτο μὲν τῆς περὶ ταῦτα 
μικρᾶς μου πεὶρας τὸ γύμνα-- 
σμα. τῇ σῇ ἀξιώσει φιλοπο-- 
νηϑέν, καὶ τῇ σῇ πανιερότητι 
προσκομισϑὲν σημεῖον τῆς ἧς 
ἔχω πρὸς αὐτὴν κλίσεως᾽ εἰ δὲ τί 
μοι καὶ ἡ μάρτητας, ἐν οὕτω 
δυσχερεῖ πράγματι τὴν σπουδὴν 
καταβαλλομένῳ “, O15 * ὅτι εὖγ-- 
VO@LOVOV ἀκροατῶν τεύξομας 
τὴν σὴν ἔχων ὑὕὑπεραπολο-- 
γουμένην πανιερότητα,, ὡς μου-- 
σῶν τρόφιμον καὶ λόγον ὑπερ 
πάντας πλουτοῦσαν" 5. 


ΠΕ ΞΕ -.---΄- »οο------.. 


Vcnonb3ylouvecn coxmMb6ernI°. 
IlonyrHo paccMaTpHBalTca ἡ 
MHOrMe gpyrve [ABIeCHHMA] B UX 
My3bIKaJIbHOM 3alvcu. Conoc- 
TaBIAA HMHT€PBaJIbHbIN 3HaK CO 
3HaKOM, COYeTaHHe [3HaKOB] c 
coyeTaHHeM, # ΤΙΠΆΤΘΠΡΗΟ ἡ 
TOYHO pa3z06pasl ΟΠΜΗΔΚΟΒΡΙΘ 
llocTtpoeHusa.Ilo TBoeMy Tpe- 
ΘΟΒΔΗΜΟ =6[aBTOp] ycepsHO 
TpyaWica ἡ mpuHec [cel Tpyz| 
TBOeMYy ΟΒΗΤΘΜΙΠΘΟΤΒΥ B 3HaK 
IIPH3HATeJIbHOCTH, KOTOpylWo A 
MCIIbITbIBalO K HemMy. Ec xe 
YTO-TO H ABIAeCTCA DA MeHA 
CBHJETEIbCTBOM B ΟΤΟΠΡ TPyd- 
HOM Jlene, WIA KOTOporo 3 
ΠΡΗΠΆΓΔΙΟ cTapaHve, TO BYXy 
ero B TOM, ΤΟ BCTpe4yy Onaro- 
CKIOHHOE OTHOLICHHe CJIyia- 
TesleH, HMC€A MOKPOBHTCJIbCTBO 
TBOETO CBATeHMLUECTBa, BOCTIIN- 
TaHHMkKa MY3 MW 3HaHHH, 4TO 


6 Kak MOXHO IOHATb M3 Tekcta (πΠ. 22- 
22 06. PAHK 63), ΠΡΟΒΟΠΗ͂ ΔΗΆΠΟΓΜΗ 
MeXY MY3bIKVIbBHO-TeOpeTHYeCKHMH 
KaTeropHAMH Tpeteckoi Καὶ BOCTOUHOHK 
MY3bIKH, aBTOP COUMHEHHA TpakTyeT 
"MakamMu” (μακάμια) KAK OCHOBHBIe 
ΧΟΟΒΙ, “coxmbedu” (σοχμπέδες) - KaK 


ΠΠΑΓΆΠΡΗΒΙΘ, ἃ TaK Ha3bIBAaeMble “μ᾽ 


5. PAHK 63, mui. 1-2. (νήμια) - KaK ΦΤΟΡΒΙ. 
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BbILUe BCeX 60raTcTB”’. 


Ilocne Takoro o6pamujenna c π. 2 PAHK 63 HaunHaetca 
M3JIOKEHMe TEKCTa CaMOro TpakrTaTa. 

JInuTenbHoe BpeMA ero aBTorpadom cyuntasica KogeKc 305 
"WActopuyeckoro ἢ BrHorpaduyeckoro ObilectsBa” (τῆς ἽἼστο-- 
ρικῆς καὶ Ἐϑνολογικῆς Ἑταιρείας") 1749 τοπαῦδ. OnHako Βπο- 
ΟΠΘΠΟΥΒΜΗ ObLIO BhIACHEHO, ΤΟ OH He ABIACTCH TaKOBbIM?. ΤῸ 
apryMeHTHpyeTcA TEM, ἯΤΟ couHHeHHe Kupwuia Mapma- 
PHHCKOTO OLLIO HallcaHo He B 1749 rony, a 3HaYHTeENbHO paHb- 
we, ΚΟΓΠΆ OH Ob ele "apxuepeem TMHoca", KaK ykKa3bIBaeTcA B 
3amlaBHH TpakTata. 3HaYMT, OHO co3maBanoch πὸ 1740 rona!® 
(aHaNOrMYHbIM O6pa3soM He MOXKET SABIATbCA aBTOrTpapOM HU 
Codex Leimonus 250, HaNMCaHHbIM WaxKe HECKOJIBKO MO3KEe, YeM 
Aduuckasn pyKormcp!! ), 


7 VWmetoulvecs cCBHeTeIBCTBa MO3BOJIAIOT CUMTATb, YTO 3AKOUHTEJIBHbIC 
COBa 3TOTO MOCBATHTeJIBHOTO MpeMMCIIOBHA He ABLAIMCh ΦΟΡΜΆΠΡΗΟΜΝ MaHblo 
ΤΡΑΠΜΠΜΗ, a OTPAKAIN ΠΟΠΠΜΗΗΒΙ MHTepec CamMywia K LeEpKOBHOH My3blke. Tak, 
HallpHMep, B PYKOMHMCH KOHIIa XVIII Beka Codex Xeropotamus 403 MOXHO 
Mpovecth (Στάϑης Γρ. Τὰ Χειρόγραφα... A, 311): . 


" ᾿Αναστασιματάριον σὺν Θεῷ 
ἁγίῳ, ὅπερ ἐτονίσϑη παρὰ κὺρ Πέτρου 
λαμπαδαρίου τῶν (sic) τοῦ Χριστοῦ 
Μεγάλης Ἐκκλησίας τοῦ Πελοπο- 
ννησίου κατὰ τὸ εἱρμολογικὸν ὑ ὕφος, διὰ 
προσταγῆς τοῦ παναγιωτάτου καὶ 
σοφωτάτου πατριάρχου Κωνσταντι- 
νουπόλεως Κυρίου Σαμουὴλ Βυζαντίου 


“(Ὁ ΟΒΗΤΡΙΜ borom, AHactTa- 
CMMaTapHH, KOTOpbIA MONOKeH Ha 
MY3bIKY B MpPMOJIOFMYeCKOM  CTHIIE 
Tlerpom [lenomoHHeccKHM, sJlamM6aya- 
pvem BenuKoK Llepksv Xpuecta, πὸ 
pacnopsxeHulo CBATewUwero MUM ΜΥΠ- 
pehulero maTpHapxa ΚΟΗΟΤΔΗΤΜΉΟΠΟΠΗ͂ 
rocnoauHa CamMywia Bu3aHTMncKoro 
M3 JlepKoH, 1A ΠΟΙΒΞΒῚ XpHcTHAaH". 


τοῦ ἀπὸ Δέρκων, ἐπ΄ ὠφελείᾳ. τῶν 
Χριδειοιονε 
8 Ομ.: Δυοβουνιώτης K. Κατάλογος τῶν κωδίκων τῆς ἐν ᾿Αϑήναις Ἱστορικῆς 
καὶ ᾿Ἐϑνολογικῆς Ἑταιρείας // Νέος Ἑλληνομνήμων 20, 1926, 276-281. 
9 Χατζηγιακουμὴς M. Μουσικὰ Χειρόγραφα Τουρκοκρατίας (1453-1832) T. 
A. ὙΠ 1975, 147. 
J . CM. Takxe: Χατζηγιακουμής M. Χειρόγραφα ἐκκλησιαστικῆς μουσικῆς, 
1453- 1820. ᾿Αϑήνα 1980, 94. 
1 On δμιπ omucaH A. ITlanagonyno - KepameBcom: Παπαδόπουλος-. 
Κεραμεὺς A. Κατάλογος τῶν ἐν τῇ βιβλιοϑηκῇ τῆς ἐν Λεσβῷ ἱερᾶς καὶ σεβασμᾶς τοῦ 
Λειμῶνος μονῆς // ΕΦΣ. Παράρτημα τοῦ ΙΖ τόμου. Ἐν ΚΠόλει 1886, 118-119. 
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ἢ K ΤΆΚΟΜΥ 534 ΚΠΙΟΘΗΜΙῸ A MOTy ΠΟΘΆΒΗΤΡ 616 OHO Ha- 
WMMWACHHE, ΚΟΤΟΡΟΘ Takxke ΠΟΠΥΒΟΡΆΠΔΘΤ, 4TO Κοποκο 305 
AcTopu4eckoro vu BrHorpaduyeckoro O6uiectBaa He Mor ObITb 
HanMdcaH Kupysuiom Mapmapnucxkmo. Jleno B TOM, YTO B CaMOM 
KOHUe amcbaButTHoro Karajora MeslyproB, Μ3ΠΟΣΚΘΗΗΟΙῸ B 9ΤΟ 
pyXOMMCU (TIOMpobHee ὦ HEM CM. ΠΆΠ66), yKe BHE BCAKOTO 
aiaBHTHOTo ΠΟΡΉΠΚΑ ΠΟΘΆΒΠΘΗΒΙ HMeHa παμδαπᾶρμη Jlerpa 
[lenonoHHeckKoro, namM6anapna Iletpa Bu3saHTHiickoro Hu Mpo- 
Toncanta Maxkosa Ienononneccxoro!2. Ho, kak u3BecTHO, IleTp 
MenonoHHeccKkni ΟΠΥΧΚΗΠ naMOagaprnem B 1771-1778 rr., Πετρ 
Bu3aHTHHCKHH B 1789-1800 rr., a ακοβ FMenononneccknii 
cOCTOAJI Ha MOJKHOCTH Nportoncasta B 1790-1800 rr. 19 

He Bbi3bipacT COMHeEHMH, 4TO cam Kupyuan Mapma- 
PHHCKHH He MOr ΠΟΣΚΗΤΡ BO KoHuAa XYIII Beka ἡ 3aperu- 
CTPHpOBaTb B CBOeM KatTaylore 3THX Menypros. MW yx KOHeYHO 
3TO HEMBICJIMMO ObINO OCYMIECTBHTb B KONeKce, DaTMpyrouleMca 
13 Mapta 1749 roma, Kak MmacHT 4bx-TO 3amHcb Ha 1.94 AduH- 
ckoro Kogexca!* . AcHo, uTo Takoe joOaBleHHe celaHo 
BOCHeEACTBHHM, BOMpeKH aydaBuTHOMy ΠΟΡΆΠΚΥ Kartasora. 
Cxopee Bcero, Kodexc 305 Uctopuyeckoro 4 OTHOrpaduyeckoro 
OoilecTBa OGbUI cmvcaH c ΠΟΠΠΜΗΗΟΙΓῸ aBTorpadba Kupusna 
MapMapwHcKoro 4 MMeHHO Tora Obi pacilMpeH ero Kartanor. 

CrnenyeT OTMeTHTb, 4TO KatTanor MenNyproB, cosepxKa- 
ἴση B PAHK 63, nuilieH 3Toro ZobaBieHna. 

Mue yaasiocb NONYNTh ΜΗΚΡΟΦΉΠΕΜ NMepBbix 20 ΠΗΟΤΟΒ 
xodexca 305 WUctopuyeckoro uv OTHorpaduyeckoro ΟὈΟΙΠΘΟΤΒΔΆ. 
ConocTaBnhAnA WX C COOTBETCTBYIONMIMMHM WHcTaMH PAHK 63, He- 
BO3MOXKHO ObUIO He COPaTHTh BHHMAHHA Ha ΟΟἸΙΠΗΟΟΤΡ pacnosio- 
Ke€HHA TeKcTa B ΟΟΘῊΧ pyKoNNcaAx. Co3qaeTca ΒΠΘΉΔΥΎΠΘΗΗΘ, ἯΤΟ 
HX MlepeMMCUHKU CIOBHO CTapasIMCb HOApaxaTb KAKOU-TO OHO 
6onee paHHeH pyKOMNcH, c KOTOpOoH ΟΠΜΟΒΙΒΆΠΟΣ TekcT. bonee 
ΤΟΙΌ, KA@XKETCHA, UTO OHM CTPeEMMJINCh CJIeqOBaTb CM Daxe B ΚΟΠΗ- 
YeCTBE CJIOB Ha cTpoke, H60 TaKOe COOTBeETCTBHEe B OOOHKX KOLeK- 
caX JIMUIb M3peqKa HapyllaeTcaA M3-3a pa3HMLbl ΠΟΊΘΡΚΟΒ (a, 


12 
13 


CM.: δυοβουνιώτης Κι. Op. cit., 280-281. 

Cu.: Patrinelis Ch. Protopsaitae, Lampadani and Domestikoi of the Great Church 
during the post- Byzantine Period (1453-1821) // SEC 3, 1973, 170. 

4 Cu. Δυοβουνιώτης K. Op. cit., 277. 
45 3anaa N° 2443 
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ΤΉ Ἥαακ ’ο““πῆῆὩπ᾿πἨπΤΤΤος1ἰὦἰ΄ἌἄωῷΖ’’χὦχὦἴἰἰὔὔτὐτὖτὖῖὔ . 600 Ὁ58ῆΎε ὅ8ο οὋ Ὸ ῸὃἝὍΦὋὃὋὃΣἝἝο''Ὃ 


ΟΠΘΠΟΒΆΤΟΠΒΗΟ, WM pa3sHUUbl B BeEM4MHE ΟΥ̓ΚΒ) Η 483-38 OTANYNK 
B pa3Mepax JIMCTOB KaxOH pyKOrMNcn. 

He sABIAeCTCA NH 3TO CBHACTEJIbCTBOM TOFO, 4YTO H KOdeKc 
305 Uctopuyeckoro ἡ DTHorpaduyeckoro ObulecTBa, ἡ Tpakrat 
Κυρμππα Mapmapuucxoro B PAMK 63 cnvcaHbl ὁ aBTorpada 
“apxHepea TuHoca"? OrpeTuTb Ha 3TOT BOMpoc MOXHO O6yneT 
JIMUIb TOMMa, ΚΟΙΠᾺ OyfeT HAaMNeEH aBTorpad. Bo BCAKOM cylyyae, 
HECMOTpA Ha YAMBUTeJIbHYIO OOWIHOCTb B ΡΔΟΠΟΠΟΣΚΘΗΜΗ TeKcTa 
B OO€HX PYKONHCAX, pas3HHla B OKOHYaHHH Katanora ΜΟΠΥΡΓΟΒ 
MOcTaTO“YHO yOeqNTeIbHO CBHAeETeENbCTByeT O TOM, ἯΤΟ TpakTaT 
Kupwruia MapmMapHuHckoro He Mor ObITb civcaH B PAHK 63 us 
A@MWHcKoro KoweKCa, WH HaobopoT. 

To o@6cToxTenbcTBO, 4TO aBTorpad Kupyana Mapma- 
PHHCKOrO OCcTaeTcH MoKa HeEH3BeECTHBIM, OCJIOKHACT M3yyeHHe 
ero COUHHEHHA. OHO COCTOMT M3 NATH YacTeH. 

Meppaax m3 Hux (ππ.2-9) NocBaALIeHa ONMCaHMW CHCTeMbI 
HOTHbIX 3HAKOB. 3Π60} BCe BHHMAaHHe aBTopa COCpeyOTOYeHO Ha 
TOJIKOBAHHH OCHOB HOTallWH - Ha TeOpHH ΜΗΤΟΡΒΆΠΡΗΡΙΧ Vi 
Oe33BYYHbIX 3HAKOB, TO e€CTb Ha TeX 66 ΠΡΙΗΉΗΠΜΠΑΧ, KOTOpbie 
ΟΦΟΡΜΗΡΟΒΆΠΜΟΡ elle B BusaHTHH. BausHHe ΤΡΑΠΜΙΜΗ 3Π60Ρ 
ΠΡΟΞΒΠΉΘΤΟΣ BO BCe€M, BIWIOTbh 10 ΠΗΤΆΥ 3 ΠΟΠΥΠΗΡΗΒΙ͂Χ BH3aH- 
THHCKHX HCTOUHMKOB. 

BropaxA 1801} TpaktatTa (11.9 οὔ. - 18 οὔ. ) HMeeT CBOHM 
NOZ3aroOBKOM "Τῶν κατὰ μουσικὴν ἤχων τε καὶ φϑορῶν 
ἀκριβεστέρα ϑεωρία" - "Bonee ΤΟᾺΗΔΗ TeOpHaA UXOCOB ἡ ᾧΤΟΡ B 
My3bike’. Ομ ΔΠα Tip 3HaKOMCTBe C HEM BO3HHKaeT MBICIB, 
ἯΤΟ aBTOP HM 3Π60» BHOBb CJIeMyeT WCKIIIOUHTEIbHO BYH3aH- 
THHCKHM TpadMiHaAM, He OTCTyMasd OT HHX HH Ha War. Cysnte 


caMH: 
"Ti ἐστὶ μουσική; Mov- ". Uto Takoe My3bIKa? 
ἡ ἐστὶ TE ἡ ἐμμε-- - My3bIka - 3TO MeJIOLH- 
σικὴ ἐστὶ τέχνη φωνητικὴ ἔμμξ 
λῶς καὶ εὐρύϑμως ὁδεύουσα, καὶ YHO HM CTpoHHO ΠΒΗΓΑΙΟΙΠΟΘΟΗ͂ 
ἐναρμόνιον μέλος ἀποτελοῦσα᾽ ΒΟΚΆΠΡΗΟΘ ΜΌΚΥΟΟΤΒΟ, ΟΟ3Πᾶ- | 


youlee TAPMOHHYECKHM ΜΕΠΟΟ. 
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Ποσαχῶς ἐνεργεῖται ἥἣ 
μουσική; 

Τριχῶς᾽ διὰ στόματος, διὰ 
χειρῶν καὶ στόματος, καὶ διὰ 
χειρῶν μόνον. 

Τίς ἡ διὰ στόματος καὶ at 
λοιπαΐ; ; 

Ἡ διὰ στόματος μουσικὴ 
ἐστί τὰ ἄσματα, αἱ ὠδαίΐί, οἱ 
τερεντισμοὶ καὶ ἄλλα διάφορα ἢ 
διὰ χειρῶν καὶ στόματος ὡς ἧ 
διὰ χειρὸς μόνον, 
κιϑάρα, ταμπούρι, καὶ τὰ πα-- 
ραπλήσια. 


αὐλητικὴ, 


Ἡ διὰ στόματος μουσικὴ 
τίνι THONG ἐνεργεῖται; 

Διὰ τῆς φωνῆς. 

Τί ἐστὶ φωνή: 

Φωνὴ ἐστὶν ἀπήχημα τε-- 
ϑησαυρισμένου πνεήύματος, διὰ 
τινος ἁρμονίας ἐξαγομένου καὶ 
ἀρτηρίας προσδεομένου φωνὴ 
δὲ λέγεται διὰ τὸ φῶς εἶναι νοός᾽ 
ἃ γὰρ ἄν ἐν τῷ νῷ γεννηϑῆῇ. 
ταῦτα εἰς φῶς ἡ φωνὴ ἐξάγει" 
φωνὴ δὲ λέγεται καὶ πᾶσαι αἱ 
ἀνιοῦσαι καὶ κατιοῦσαι φωναὶ 


συνηγμέναι ἀπὸ μιᾶς μέχρις 


45* 


- (ΚΟΠΡΚΗΜΗ cnoco- 
ΟΜ HCNONHAeTCA My3blKa? 


- Tpems: ycTaMy, pyKa- 
MH WM ycTaMH, a TakKxKe ΤΟΠΡΚΟ 


pyKaMu. 


- Kakasa [My3blKa co3za- 
etca] ycTaMH Hu [Kkakaa] oc- 
TaJIbHbIMH [cnocoGbamn]? 

- My3bika, [co3qaio1uas- 
ca] ycTaMH, - 3TO NecHH, Obl, 
TepeTHCMbI H Apyrve pa3ssMy- 
Hbie [KaHpbI]. PyKamu ἡ ycTa- 
ΜΗ [co3HaeTcA TaKOH BU My- 
3bIKH], KaK aBsleTHKa. TObKO 
pyKaMu [o3ByuNBaeTca] Kuda- 
pa, OapabaH M ΔΗΔΠΟΓΜΊΗΡΙΘ 
| HHCTpyMeHTBI]. 

- ΚΆΚΗΜ crioco6bom μΜο- 
NOJHAeCTCA: My3biKa, [co3qab- 
Wwasaca] ycTaMH? 

- Tonocom. 

- Ufo Taxoe royoc? 

- Tonoc - 93TO OT3BYK 
BAOXHOBCHHOM ΠΥΙΠΗ, [BO3HH- 
ΚΔΙΘΜΗ] Onaromapa poxke- 
ΗΜ HEKOTOPOH ΙΔΡΜΟΗΜΗ ἡ 
ΟΟΟΤΒΘΟΤΟΤΒΥΙΟΙΠΕΜΥ ΓΟΡΠπΥ. [ὁ- 
JIOCOM K€ OH Ha3biBacTcA ΠΟ- 
TOMY, ΤΟ CBeET - 9TO pa3yM, 
M60 TO, ἯΤΟ ΡΟΣ ΚΠΆΘΤΟΣ B pa- 
3yMe, TONOC BbBIBOAMT K CBeTY. 
ΓΟΠΟΟΔΜΗ Xe Ha3bIBaloTcs UH 
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7 Φ ἔ ω 2 4 ΓΙ 
ἂν ἁἀποτελέσῃς τῶν OKTO χων 
τὴν ἐνέργειαν. 
Τί ἐστὶν ἦχος; 
Ὑ a ‘ 4 3 ~~ 
Ἦχος ἔστι τὸ EK ζωτικῆς 
φύσεως ἐκφωνηϑὲν καὶ ἀκρο-- 
\ A ~~ é 3 
ασϑεν παρὰ πολλῶν, ἡ ἔἐκκρου-- 
μένη κίνησις τοῦ ὀργάνου. 
Πόσοι εἰσὶν οἵ ἦχοι; 
Οκτώ. 


ΒΟΘ ΒΟΟΧΟΠΞΙΙΜΟ WM HHCXo- 
HAWMe 3ΒΥΚμ, coOpaHHble B 
OHHOM [MecHoneHHH], ΒΠΠῸΤΡ 
ΠΟ TOTO, KaK ΤΡΙ 3ΔΒΘΡΙΠΗΙΠΠΡ 
JICHCTBMeE BOCLMH HXOCOOB. 

- το Takoe uxoc? 

- Wxoc - 370 TO, το 
IIPOH3HECEHO XKHBbIM eCTECT- 
BOM MH YCJIbIIMaHO ΜΗΟΓΉΜΗ, 


camel . M60 OpsllaeMoe ΠΒΡΣΚΘΗΜΟ 
Εἰς πόσα διαιροῦνται; τ WHCTpyMeHTa. 
; Εἰς δὺο εἰς κυρίους καὶ -CKOJLKO οΟΥ̓ΙΠΘΟΤΒΥΘΤ 
πλαγίους. _ HXOCOB? 
Πόσοι κύριοι; - Bocemb. 
Τέσσαρες. -Ηλ οσκοπρκο [Γγρυππ| 
Πόσοι δὲ πλάγιοι; OHM ΠΟΠΡΔΑ3ΠΕΠΠΙΟΤΟΙ) 


Τέσσαρες" 15. - Ha ΠΒΟ: Ha OCHOBHBIC 
M WWiarayibHble. - CKONbKO OCc- 
HOBHBIX? 

- Yertnipe. 

- CKONbKO MWarasibHbIx? 


- Yetpipe”. 


CopepuicHHO OYeBHOHO, ITO 3160} MbI BCTpeyaemMcs ὁ 
TeMH xe loci communes, KOTOpble HAM W3BeCTHbI NO ApyriM 
6onee paHHHM McTOUHHKaM (cmM.: "“IIcespgo-/laMacKMH HW πργ- 
THe"): 3TO HW cTapoe onpefesieHHe My3bIKH, H H3BeCTHOe C 
aHTHYUHbIX BPEMeH ce “pasieNeHve’ Ha Ty, KOTOpad MCMOHACTCH 
ycCTaMH, ycTaMH HW pyKaMH WJM ΤΟΙ͂ΡΚΟ pyKaMH; TYT MbI BHOBb 
YHTAeM NOMNyISpHyo pa3y: “cBeT - STO pa3ymM’. 

OaHako Ha 9TOM TpadHUMOHHOCTb JaHHOW YacTH TpakTaTa 
Κηρμππα MapmMapHWHckoro 3aBpepluaeTcs, Tak KaK 3aT€M CJICAYIOT 
TeopeTHYecKMe SKCKYpcbl, KacaloljvecsdA TaKNX MOYIAWMOHHDbIX 
nNepeqBMKeHMUK M3 ΟΠΉΟΓΟ Mxoca B Apyrou, O KOTOpbIX He 3HaJI 
HM BH3aHTHHCKas MY3bIKaJIbHad MpaKTWKa, HH TeOpHx WepKOB- 
HOM MY3bIKM BH3@HTHHCKMX BpeMeH. Bce cBoe BHHMaHHe aBTop 
cOocpeqOTadMBaeT Ha CIOXKHBIX ΠΑΠΟΤΟΗΆΠΡΗΡΙΧ Mpoweccax, Mpo- 
ΠΟΧΟΠΣΙΠΗ͂Χ B COBPeMeHHOM eMy My3biKe. bosice Toro, MBI He 


15. p4HK 63, ππ.9 06. - 10 οὔ. 


yYBHOXMM 3160} CCbIIOK Ha aBTOPHTeT BH3AHTHHCKMX MY3bIKaHTOB 
ἢ Ha WX NecHonenna. B KayecTBe camMoro ΟΘΟΠΡΙΠΟΙῸ aBTOpHTeTa 
Κηρῆππ Mapmapyvuckuit oBaxkobl ynomHHaert (1.12 06. ) Kip 
Πέτρος - pa3symeetca, Πεῖρα Bepeketa, XXHBiero B Ha4yame 
XVIII Beka. Takum o6pa30M, 9Ta YacTb TpaKTaTa HWYeM He 
CBA3aHa C BH3aHTHMCKHMM TpadMIMAMH (MCKIIOUad, KOHC4HO, 
NpHBCHEHHBIK ce BCTYMMTCAbHbIM ρΡ43Π6Π). 

TpeTba 807» couvHeHua (πΠπ.19-20 06. ) - andaBnTHBIi 
KaTayIOr MeJIyproB, roe abcomOTHOe SONbUIMHCTBO COCTaBIIAIOT 
MY3bIKAaHTbI BH3€HTHHCKOHN 9ΠΟΧΗ͂. 

YerTsBeptaa 8015 (ππ.21-26 οὔ. ) o3armaBileHa Tak: 


"Στοιχειωδεστέρα διδασ-- "Ἢ δυᾶπρηοθ  pyKOBOL- 
καλία περὶ τῆς ἔξω μουσικῆς, ἐν ΟΤΒΟ ΠΟ Ξ3ΔΡΥΟΘΣΚΗΟΪ My3bIKe, 
1) περὶ τε τῶν κατ αὐτὴν σοχμ- B KOTOPOM [ropopntca| Ο Tak 
πέδων καὶ μακαμίων λεγομένων HaSbIBACMbIX coxMOenax, Ma- 
ἔτι δὲ καί νημίων καὶ ἄλλων KaMaX, a TakoKe HMMMAX MW He- 


BEY τούτοις ExiSc@poupevay..” ~ ROTOPEI ApyINA Ce KATCLOPH- 
AX... 


M, Hakoneli, 3ariaBwe ΠΟΟΠΟΠΗΘΠ YacTH couMHeHHA Ku- 
pwia MapMapnuckoro macnT: "Σαφήνια (Sic) ἐκ ποίων καὶ πόσων 
ἤχων συγκροτεῖται ἔκαστον τῶν μακαμίων καὶ τις ἥ ἀπάρχει καὶ 
μεχρὶ τέλους ἔφοδος" - "AcHoe u3noxKeHHe [Toro], 9,3 KaKHXx ἡ 
ΟΚΟΠΒΚΗ͂Χ ΧΟΘΟΟΒ ΦΟΡΜΗΡΥΘΤΟΣ ΚΟΣΚΠΒΗΝ μ3 MaKAaMOB HM Kakoe 
ΟΥ̓ΠΘΟΤΒΥΘΊ [y ΗΗΧἧ] Hadano ΒΠΠΟῸΤΡ WO KOHUa". Ona ΠΕΠΉΚΟΜ ἡ 
ΠΟΠΗΟΟΤΡΙΟ ΠΟΟΒΗΠΙΘΗΔ ΟΟΠΟΟΤΩΒΠΘΗΜΚΟ CHCTeMbI MXOCOB C πᾶ- 
MOTOHAJIbHOK CHCTEMOW ΒΟΟΤΟΎΗΟΠ My3bIKH WM CHabxeHa OOJIb- 
WIMM 4HCJIOM HOTHBIX IIpHMepos!® . 

QITOT KpaTKHH o630p coslepxaHHA TpakTaTa ΚΗΡΗΠΠᾺ 
MapMapHHckoro MoKa3biBaeT, YTO Κα TeMe HacTOAWeH KHUIH - 
BH3a€HTHMMCKadA TeOpHa My3bIKH H ee XH3Hb Mocwie 3aKaTa 
BH3aHTHMCKON MMMepHH (cM.: “"O kKHuTre") - OTHOCATCA TONbKO 
ape ero 4acTH: MepBad u TpeTbaA. [losTomy 3160} ΟΥ̓ΠΥΤ mper- 
CTaBJICHbI TOJIbKO OHH. 


16 Ilo-BKXHMOMY, HMCHHO 3TV HOTHBIe ΠΡΉΜΘΟΡΒΙ BREJIN Β 3aGITyAeEHHe HJlebenesy, 


KOTOpad MOCUHTAIa, YTO Ha JU1.29-40 06. PAHK 63 Haxonstca ᾿ΠΟΟΗΟΠΘΗΜΗ͂ U3 
okroHxa”™ (cM.: /lebedeea H. Yxa3. cou., 205). 
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Chapter IV. 


From “The Introduction into Music" 
by Cyril of Marmara 


Now we should turn to the first part of the Codex of RA/C 
63 where the text of the treatise by Cyril of Marmara is given. 
But first let me remind the reader of the information, scanty as it 
is, known about Cyn himself. 

He was born on a small island of Marmara (Mappapic) 
situated in the sea of Marmara (the year of his birth has not yet 
been possible to establish). It is from the name of this island that 
his nickname comes from. For some time he had been the Bishop 
of Gana and Chora. Later he became the Bishop of Tinos. 
According to the documents the Jatter event took place not later 
than in 1736, for in the decision of the Synod, dated that year, he 
is already called the Bishop of Tinos! . However, he does not 
seem to have been holding this post there for a long time, since 
in the document of 1742 he is already called πρώην (the former) 
Bishop of Tinos? . There are grounds for considering that he was 
still alive in 1757, for there is a record about him in the Synodal 
document, dated that year? . This seems to be all the information 
available about the life of Cyril of Marmara. 

Cyril was taught music by the greatest Greek musician and 
lampadarios, and then the protopsaltos of the Great Church 
Panayiotes Chalatzoglou (he died in 1748). The musical heritage 
of Cyril of Marmara is not so great as that of other Greek 
melourgs and thus can be easily summarized. 


I See: Παπαδόπουλος - Κεραμεὺς A. Ἑλληνικοὶ κῶδικες Τραπεζοῦντος, ᾿Αρχεῖον 
Μητροπόλεως Τραπεζοῦντος // Βυζαντινὰ χρονικά 19, 1912, 258-259. 

2. See: Ζακυϑηγός A. A. Κατάλογος τῆς Συλλογῆς Περικλέους Ζερλέντη ΈΕΒΣ 13, 
1937, 245. 

5. See: Παπαδόπουλος - Κεραμεὺς A. Κατάλογος τῶν ἐν τῷ Ἑλληνικῷ Φιλολογικῷ 
Συλλόγῳ βιβλίων // ΕΦΣ Παράρτημα Τ. Κ-ΚΒ ᾿, 1892, 112. 
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Judging by the manuscripts, the following chants by him 
were the most popular: polyeleos (πολυέλεος) "Δοῦλοι Κύριον" 
(ῆχος βαρώς), a series of koinonika (κοινωνικά) in all echoi, the 
so-called timioterai (tynotépar) “Μεγαλύνει ἢ ψυχή pov... Τὴν 
τιμιωτέραν τῶν Χερουβίμ... ", eight cheroubika, also created in all 
echoi, eleven heothina (ἑωϑινά) and kalophonic heirmoi. His 
work, dealing with the chants for the liturgy of Basil the Great is 
also known. Cyril of Marmara gave "a new life” to some ancient 
church chants as well. Thus, he made ἐξήγησις of a chant "Νῦν αἱ 
δυνάμεις" (ἦχος mA. a') sometimes used for the liturgy of 
Presanctified Gifts, and of the famous verses from Psalm 33 
"Γεύσασϑε... " (ηχος a’, δ'φωνος). It also should be mentioned 
here that such outstanding musician as Peter of Peloponessus 
(who was a domesticos from 1764 till 1770 and the protopsaltos 
of the Great Church from 1770 till 1777) “arranged” some chants 
by Cyril of Marmara. 

Such is his creative heritage given in brief. 

What brought him real fame is undoubtedly the treatise on 
musical theory - the treatise which forms the contents of the first 
half of the RAIC 63 Codex. 

As has already been mentioned, the codex opens with a 
dedication to Samuel, the Metropolitan of Derkon* . Here is the 
text of it as given in RA/C 63 and the translation of the 
dedication: 


4 A document is known, where Samuel of Derkon and Cyril of Tinos are mentioned 
next to each other in the Act of Ordainment of Ananias IT, the Metropolitan of 

Trapezountios (see: Παπαδόπουλος- Κεραμεὺς A. Ἱεροσολυμιτικὴ βιβλιοϑήκη. T. Α΄. 
Ἐν Πετρούπολει 1891, 214-215). 
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"Q. (=T) naviepotate © copo- 
f \ ’ 
λογιωτατῷ τε, καὶ ϑεοπροβλήτῳ 


μητροπολήτῃ τῆς ἁγιωτάτης 
μητροπόλεως Δέρκων κί(υρί)ῳ 
κυρίῳ Σαμουήλ, τὴν ὀφειλο-- 
μένην πρόσρησιν, καὶ τὸν ἐν 
Χ(ριστ)ῷ ἀσπασμόν. (Τ)ὴν μου-- 
σικήν οὐ χϑές, καὶ πρώην, οὔτε 
ἰδιωτῶν παραλαβόντες ἔχομεν 
πανιερώτατε δέσποτα, ἁλλ᾽ 
ἔστιν ἀρχαίου χρόνου δῶρον, 
καὶ σοφῶν ἀνδρῶν ἐπινόημα᾽ 
καὶ πρώτους μὲν αὐτῆς ἔγνωμεν 
πατέρας, οὕς παρελάβομεν ἐκ 
τῆς ὀρϑῆς καὶ ἀψευδοῦς ἧστο-- 
ρίας τῆς ϑεοπνεύστου γραφῆς 
μετ᾿ ἐκείνους δὲ τοὺς πὰρ 
Ἕλλησι ϑρυλλουμενοὺς ὁ σο- 
φούς, ὧν ἀρχαιότατος Ὀρφεὺς 
ἐκεῖνος ὁ Θράξ, καὶ Μουσαῖος 
ὁ ᾿Αϑηναῖος υἱός Εὐμόλπον, 
ust > οὕς Πυϑαγόρας ὁ φιλό- 
σοφος, καὶ Σωκράτης αὑτὸς ὑπὸ 
Δάμωνος τοῦ μουσικοτάτου τὸν 
περὶ μουσικῆς λόγον διδαχϑείς, 
καὶ ὅσοι ἄλλοι οὐκ εὐάριϑμοι 
ἐκ τῶν κατ᾽ 
καὶ διηγήσεων φαίνονται᾽ ἔχου-- 
σα γοῦν ἢ μουσικὴ τὸ αἰδέσιμον 
ἀπὸ τε τῆς ἀρχαιότητος, καὶ τῶν 
δξ ὧν ἔχει τὴν ἀρχὴν καὶ τὸ 
εἶναι σοφῶν ἀνδρῶν, πολλῷ 


ΟῚ ᾿ ~ 
αὑτοὺς ἱστορικῶν 


"To [His] Holiness, the 
wisest, ennobled by God, Met- 
ropolitan of the Holy Metro- 
politanate of Derko, to the 
honourable Samuel my proper 
greeting and a Christian kiss. 
The Right Reverend Father! It 
was not yesterday and not the 
day before yesterday, and not 
from ignorant people that we 
received music. But it is the 
gift of ancient times and the 
invention of the wise. And as 
its first fathers we recognized 
those about whom we _ had 
heard directly from the true 
stories of the Holy Scripture, 
inspired by God. And_ then 
[come] those who are glorified 
by the Hellenes, of whom the 
most ancient is that Thracian 
Orpheus and Museus_ of 
Athens, son of Eumolpus. After 
them [come] the philosopher 
Pythagoras and Socrates him- 
self, who was taught the art of 
music by the most musical 
Damon. And also all those in- 
numerable [celebrities] Known 
from the stories and _ tales 
devoted to them. Music, which 
has been revered since the very 
ancient times, comes from the 
ancient men whom it takes 


= 


πλέον ἔχει τὸ χρήσιμον ἐν τῷ 
μδτὰ σώματος τούτῳ βίῳ, ἐπειδὴ 
καὶ ὀργὴν οἶδε παύειν, καὶ 
οἶκτον κινεῖν, καὶ ἀτακτοὺς 
ὁρμὰς ἀναχετίζειν, καὶ ἀλόγους 
ἐπιϑυμίας καταστέλλειν᾽ ὅϑεν 
καὶ παρὰ τοῖς ἡμετέροις ἁγίοις 
ποατρέσιν ἐγκριϑεῖσα, μόνον τὸ 
δι ᾿ ἁψύχον ὀργάνων μέλος, ὡς 
οὗκ εὔσχημον, καὶ ἱεροπρεπὲς 
ἀποδυσαμέξην, ἐν τῇ ἁγίᾳ τοῦ 
Χ(ριστογῦ ἀνατολικῆ ἐκκλησίᾳ 
ἐντίμως εἰσεκομίσϑη, καὶ τὰς 
πρὸς ϑ(εο)γῦ εὐχάς, παντοίγε τε 
ὕμνους ἱκετηρίους, καὶ δεήσεις 
ἡμῶν εὐρύϑμως ἐκφέρειν, καὶ 
ἐμμελῶς ἐκφωνεῖν ἐπετράπη᾽ 
ὀκτὼ δὲ τρόπους λαχοῦσα παρὰ 
τῶν κατὰ καιροὺς ἀναδει- 
χϑέντων KAT ᾿ αὑτοὺς EKKANOI— 
αστικών διδασκάλων, οὕς καὶ 
ἤχους ἐκάλεσαν, καὶ ποικίλως 
ἐν τούτοις καὶ πολυειδῶς μελι-- 
ζομένη ἐν ταῖς ἀνιούσαις καὶ 
κατιούσαις φωναῖς τῇ δυνάμει 
τῶν ὑπὸ ταύτας τιϑεμένων 
σημείων, ἅτινα μεγάλα κα- 
λοῦνται σημάδια, εἰκότως καὶ 
πολλῆς δεῖται τῆς ἐπιστασίας 
εἷς τὸ τεπαρενε σπαρμένα τῇ 


[its] origin and existence from. 
Moreover, in this transient life 
it is of great use. As it can curb 
anger, arouse compassion, 
check chaotic passions and 
subdue unwise desires; it, ha- 
ving been adopted by our Holy 
Fathers, who had rejected only 
the melos of soulless instru- 
ments as ungrateful and un- 
holy, was admitted into the 
Holy Eastern Church of Christ. 
It allowed to chant prayers to 
God and in general hymns of 
public prayers and supplica- 
tions harmoniously and melo- 
diously. It acquired eight tona- 
lities, which are also called 
echoi, discovered by church 
teachers in different periods of 
time. Chanted in a changeable 
and diverse way, their [music 15 
created] by the ascending and 
descending signs [and] by the 
designations placed under 
them, which are called the 
great signs. Naturally, constant 
supervision is needed to re- 
cognize and distinguish them 
in the mele of every echos, 
[when the former are] executed 
as a whole. However, for a 


"1. 


ὁλομελείᾳ ἑκάστου ἤχου μέλη 


διαγινώσκησϑαι καὶ διακρί-- 
νεσϑαι ἀλλ᾽ οὖν τῷ μάκρῳ 
χρόνῳ τὴν ἐν τούτοις ϑεωρίαν 


a > ~ 4 3 ὸ 4 
οὐκ ἀκριβῆ οἱ κατ᾿ αὕτην 
ὸ “- μ 5 2 2 
EVEPYODVTES ποιοῦμενοι GAA 
ἐπιπόλαιόν τινα τὴν τούτων 


γνῶσιν καὶ διδασκόμενοι καὶ 
μεταδιδόντες ἔλαϑον εἰς στενὸν 
πάνυ τὴν περὶ ταύτης ϑεωρίαν 
συγκλείσαντες, τὸ πολυειδὲς 
ἐκεῖνο ποικίλον τε καὶ πολύ- 
στροφον αὑτῆς ἁψεύτες ἀτε- 
χνολόγητον᾽ ὅπως οὖν οἱ ταύ- 
τὴν μεταιόντες ἐντελεστέραν 
διδασκαλίαν ἔχωσι μουσικῆς 
καὶ τῶν μελῶν ἑκάστου, καὶ 
τρόπον καὶ λόγον ἀπορῶσι, ναὶ 


μὴν καὶ εὐμαϑέστεροι πρὸς 
μουσικὴν γένωνται, τὸ παρὸν, 
i f 2 “-- 

ὁποιὸν ποτ᾿ ἂν εἷς τοῦτο 


συνέτατε ποίημα; Καὶ πρῶτον 
μὲν κατ ἐρωταπόκρισιν ἐπο-- 
ιησάμεν τὴν τῆς προπαιδείας 
ἔκϑεσιν, sic ῥαοτέραν τῶν μα-- 
ϑητιώντων κατάληψιν, ἧς ταδὲ 
τὰς τῶν σημαδίων 
ἐνεργείας, dp ° 


4 f 
ἑκάστου 
ὧν φερωνύμως 


ἐλαχὸν ὀνομάτων ἡρμήνευσα. 
καὶ ἐξῆς τὴν τῶν ὀκτὼ ἤχων 
διαφοράν, τὰς τε τούτων ἐνερ-- 
γείας, καὶ τῶν σημαδίων αὐτῶν 
ὀκτάηχον, ὁλοσχερῆ χρῆσιν διὰ 
φωνῶν ὑφαπλῶσας ἐφ᾽ 
στου παράδειγμα, ναὶ μήν 


ἐς 
EKa- 


long time already their theory 
has been inaccurately given by 
those who study it but [have 


only] some superficia! 
knowledge of them. Those 
being taught and __ those 


teaching confined this theory 


into very narrow’ bounds, 
[simplifying] its complicated 
multiformity and skilful 


technique. For those who study 
it to have the most complete 
handbook on music and for 
each melos, they should have 
[the right} direction and [ἃ 
theoretical] work to become 
more thoroughly experienced 
in music. So what, in the end, 
[is there] in this composition? 
First of all, to facilitate 
comprehension for the pupils 
we give in the form of a 
question and answer dialogue 
the elementary information, 
where the functions of each 
sign, from which the names of 
the latter come from, are 
|considered}. Then comes the 
discussion of the difference 
between eight echoi, _ their 
functions and signs, the oktoe- 
chos of those signs, the comp- 
lete usage of simplifications for 
interval signs [and] the ex- 
amples for each [of them] and 
also phthorai and their func- 
tions; besides, in my work 


ΠΕ  ---:-ο:-: 


φϑοράς τε, καὶ τὰς ἐνεργείας 
αὐτῶν, καὶ τὶς ἡ τούτων χρῆσις 
ἀκριβῶς τῷ λόγῳ γομνάσας 
ὑπέδειξα. ἵνα δὲ μουσικὸν 
ἀκριβολογήσωμας μέλος. τὴν 
ἡμετέραν πρὸς τὴν κατὰ πέρσας 
ἐνεργουμένη μουσικὴν ἄντε- 
ζετάσας, καὶ παραϑεωρήσας τῷ 
λόγῳ, τοὺς τε ἤχους ἐκείνης 
μακάμια καλουμένους καὶ τοὺς 
ἐξ αὑτῶν ἀνακύπτων τὰς κυρί-- 
οὺς τε καὶ καταχρηστικούς 
σοχμπέδες καὶ τ᾽ ἀλλ᾿ ὅσα 
προσεπιϑεωρῆται τούτοις μου- 
σικῇ γραφῆ παραδοὺς, φωνὴν 
φωνῇ, καὶ ϑέσιν ϑέσει παρα- 
βαλὼν καὶ παρισώσας ἀκριβῶς 
ὁπεξῆλϑον, καὶ τοῦτο μὲν͵ τῆς 
περὶ ταῦτα μικρᾶς μου πεὶρας 
τὸ γύμνασμα. τῇ σῇ ἀξιῶσει 
φιλοπονηϑέν, καὶ τῇ σῇ πανιε- 

ρότητι “προσκομισϑὲν σημεῖον 
τῆς ἧς ἔχω πρὸς αὐτὴν κλίσεως 
εἰ δὲ τί μοι καὶ ἡ μάρτητας, ἐν 
οὕτω δυσχερεῖ πράγματι τὴν 
σπουδὴν καταβαλλομένφῳ, οἰδ᾽ 
ὅτι εὐγνωμόνων ἀκροατῶν. TED— 
ξομας τὴν σὴν ἔχων bmep— 
AMOAOYOOPEVTV NAVE ITN TO, 
ὡς μουσῶν τρόφιμον καὶ λόγον 
ὑπερ πάντας πλουτοῦσαν"". 


I have pointed out a kind of 
their precise usage in exercises 
so that musical melos could be 
studied correctly. Our music is 
being compared [here] with the 
one accepted by the Persians. 
In my work I have considered 
the echoi of that [music], 
which are called [makamia] 
and the basic makamia arising 
from them and sochmpedes? 
used in it. Simultaneously 
many other [phenomena] are 
considered as given in their 
musical notation. Comparing 
one interval sign with another, 
one conjunction [of signs] with 
another conjunction, [ ana- 
lysed thoroughly and accurately 
the identical constructions. By 
Your order [the author] has 
been working hard and_ has 
brought [this writing] to Your 
Holiness as a token of gra- 
titude which I feel to You. If 
there is something which can 
be considered the evidence of 
the work so arduous, for which 
I exert my every effort, I see it 


5. As is seen from the text (fol.22-22 v. of RAIC 63) drawing analogies 
between musical theory categories of Greek and Oriental music, the author of the 


treatise interpretes "“makamia™ (μακάμια) as the basic echoi, 


"sochmpedes” 


(σοχμπέδες) as the plagal, and the so-called “nemia” (νήμια) as the phthorai. 
6. RAIC 63, fol.1-2.m 


in getting benevolent attitude 


of the listeners under the 
patronage of Your Holiness, 
the disciple of muses and 
learning, which is superior to 
any treasures"”, 


7. The evidence available allows to consider that the final words of this dedicating 
preface were not a formal tribute to tradition but reflected the real interest of 
Samuel in church music. Thus, for example, in the manuscript of the end of the 
XVIII century Codex Xeropotamus 403 one can read (Στάϑης Γρ. Τὰ Xeipoypape... 


A, 311): 

“" Αναστασιματάριον σὺν Θεῷ 
ἁγίῳ, ὅπερ ὁτονίσϑη παρὰ κὺρ Πέτρου 
λαμπαδαρίου τῶν (510) τοῦ Χριστοῦ 
Μεγάλης Ἐκκλησίας τοῦ Πελο- 
ποννησίου κατὰ τὸ εἱρμολογικὸν ὕφος, 
διὰ προσταγῆς τοῦ παναγιωτάτου καὶ 
σοφωτάτου πατριάρχου Κωνσταντι- 
νουπόλεως Κυρίου Σαμουὴλ Βυζαντίου 
τοῦ ἀπὸ Δέρκων, ἐπ᾿ ὦφελείᾳ τῶν 
Χριστιανῶν". 
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"With Holy God, the Anasta- 
simatarion, which was set to music 
heirmological style by Petros of Pelo- 
ponnesios, the lampadarios of the Great 
Church of Chnst, by order of the ho- 
liest and the wisest Patnarch of Con- 
stantinople, the honourable Samuel By- 
zantios of Derkon, for the benefit of 
Chnistians”. 


a 


After this dedicating address the exposition of the next of 
the treatise starts from fol.2 of RAIC 63. 

For a long time Codex 305 of “The Historical and 
Ethnographical Society" ("tig Ἱστορικῆς καὶ ᾿Ἐϑνολογικῆς 
Ἑταιρείας") of 17498 had been considered its autograph. 
However, it was discovered later that it had not been such’ . It 
can be proved by the fact that the work of Cyril of Marmara had 
been written long before 1749, in the time of his being “the 
Archpriest of Tinos" as is pointed out in the title of the treatise. 
Hence, it had been created before 1740! (similarly, Codex 
Leimonus 250, written even a little later that the Athenian 
manuscript!! cannot be considered its autograph). 

To this conclusion I can add another observation which 
also proves that Codex 305 of the Historical and Ethnographical 
Society could not have been written by Cyril of Marmara. The 
point is that at the very end of the alphabetical Catalogue of 
Melourgs, given in this manuscript (the detailed exposition of it 18 
to be found below), the names of Lampadarios Petros 
Peloponnesios, Lampadarios Petros Byzantios and Protopsaltos 
Jakovos Peloponnesios are suplemented in no alphabetical order 
at all!2 . But Petros Peloponnesios is known to have been 
lampadarios in 1771-1778, Petros Byzantios in 1789-1800, and 


ὃ See: AvoBovvidtns K. Κατάλογος τῶν κωδίκων τῆς ἐν ᾿Αϑήναις Ἱστορικῆς Kal 

͵, Ἐϑνολογικῆς Ἑταιρείας // Νέος Ἑλληνομνήμων 20, 1926, 276-281. 

᾿ Χατζηγιακουμὴς Μ. Μουσικὰ Χειρόγραφα Τουρκοκρατίας (1453-1832). Τ᾿ Α. ᾿Αϑήνα 
1975, 147. 

10 See also: Χατζηγιακουμὴής M. Χειρόγραφα ἐκκλησιαστικῆς μουσικῆς. 1453-1820, 
᾿Αϑήνα 1980, 94. 

It was described by A. Papadopoulos-Kerameus: Παπαδόπουλος- Κεραμεὺς A. 
Κατάλογος τῶν ἐν τῇ βιβλιοϑηκῇ τῆς Ev Λεσβῷ ἱερᾶς καὶ σεβασμᾶς τοῦ Λειμῶνος 
μονῆς 7 EDE Παράρτημα τοῦ IZ τόμου. Ἐν ΚΠόλει 1886, 118-119. 

See: δυοβουνιώτης K. Op. cit., 280-281. 
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Jakovos Peloponnesios held the post of protopsaltos in 1790- 
180013 . 

No doubt, Cyril of Marmara could not have lived up to the 
end of the XVIII century and could not have recorded those 
melourgs in his catalogue. And of course it could not have been 
done in the codex dated March 13, 1749, as somebody had 
recorded on fol.94 of Athenian Codex!4 . It is clear that this 
supplement was done later, regardless of the alphabetical order of 
the Catalogue. Most likely, Codex 305 of the Historical and 
Ethnographical Society was copied from the original autograph of 
Cyril of Marmara and it was then that his Catalogue was 
enlarged. 

It should be noted that this supplement is missing in the 
Catalogue of Melourgs from RAIC 63. 

I managed to get the microfilms of the first 20 folios of 
Codex 305 of the Historical and . Ethnographical Society. 
Comparing those folios with the corresponding ones from RAI/C 
63, it was impossible not to notice the similar arrangement of the 
texts in both manuscripts. It looks like the scribes were trying 
hard to imitate some earlier manuscript from which-the text had 
been scribed. Moreover, they seem to have tried to follow that 
manuscript even in the number of words in a line, for the above- 
mentioned identity of both codexes is broken only at times owing 
to the difference in handwriting (hence, because of the difference 
in the size of letters) and in the size of either manuscript. 

Can this be an evidence of the fact that both, Codex 305 of 
the Historical and Ethnographical Society and the treatise by 
Cyril of Marmara in RAIC 63, were scribed from the autograph 
of the “Archpriest" of Tinos? It will be possible to answer this 


13. See: Patrinelis Ch. Protopsaltae, Lampadarii, and Domesticoi of the Great Church 
during the post-Byzantine Period (1453-1821) // SEC 3, 1973, 170. 
. See: Δυοβουνιώτης K. Op. cit., 277. 
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question Only when the autograph has been found. In any case, in 
pite of the surprising similarity in arranging the text in both 
manuscripts, the difference in the end of the Catalogue of 
Melourgs seems to be a conclusive evidence of the fact that the 
treatise of Cyril of Marmara could not possibly have been scribed 
into RAC 63 from Athenian Codex, nor vice versa. 

However, the circumstance that the autograph of Cyril of 
Marmara is still unknown makes the study of the work even more 
difficult. It consists of five parts. 

The first of them (fol.2-9) deals with the exposition of the 
system of notation signs. Here the author's attention is focused on 
the interpretation of notation foundations, that is, on the theory 
of interval and soundless signs, namely, on those of its principles 
which had been formed in Byzantium. The influence of traditions 
makes itself manifest in everything, down to the citations from 
the popular Byzantine sources. 

The second part of the treatise (fol.9v. -18v. ) has a subtitle: 
"Τῶν κατὰ μουσικὴν ἤχων τε Kal φϑορῶν ἀκριβεστέρα ϑεωρία" - 
"A more exact theory of echoi and phthorai in music’. When 
reading it for the first time, one cannot fail to note that here the 
author follows exclusively Byzantine traditions to the letter again. 


You can judge by yourself: 
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"Τί ἐστὶ μουσική; 

Μουσικὴ ἐστὶ τέχνη φω-- 
νητικὴ ἐμμελῶς καὶ εὐρύϑμως 
ὁδεύουσα, καὶ ἐναρμόνιον μέλος 
ἀποτελοῦσα᾽ 

ΙΠοσαχῶς 
μουσική; 

Τριχῶς διὰ στόματος, διὰ 
χειρῶν καὶ στόματος, καὶ διὰ 
χειρῶν μόνον. 

Τίς ἡ διὰ στόματος καὶ αἱ 
λοιπαῖ; 


ὸ ~ 
ἐνεργεῖται ἣ 


᾿ ᾿ ’ \ 

H διὰ στόματος μουσικὴ 

ἐστί τὰ ἄσματα, αἱ ὠδαί, οἱ 

\ ‘yw f ἐν». 

τερεντισμοὶ καὶ ἀλλα διάφορα ἢ 

διὰ χειρῶν καὶ στόματος ὡς ἥ 

αὐλητικὴ, διὰ χειρὸς μόνον, κι- 

Sapa, ταμπούρι, καὶ τὰ πα- 
ραπλήσια. 


- \ , \ 
H διὰ στόματος μουσικῇ 
τίνι τρόπῷ ἐνεργεῖται; 
Διὰ τῆς φωνῆς. 
Τί ἐστὶ φωνή; 
4 ὸ \ P) f 
Movy ἐστὶν ἀπήχημα te 
ϑησαυρισμένου πνεύματος, διὰ 
4 f 
τινος ἁρμονίας ἐξαγομένου καὶ 
ἀρτηρίας προσδεομένου φωνὴ 
δὲ λέγεται διὰ τὸ φῶς εἶναι νοός 
ἅ γὰρ ἄν ἐν τῷ νὼ γεννηϑῇ. 
ταῦτα εἷς φῶς ἡ φωνὴ ἐξάγει᾽ 
Ἀ 4 f \ 6 
φωνῇ δὲ λέγεται καὶ πᾶσαι αἱ 
ἀνιοῦσαι καὶ κατιοῦσαι φωναὶ 


συνηγμέναι ἀπὸ μιᾶς μέχρις ἄν 


" - What is music? 

- Music is a melodiously and 
harmoniously moving vocal art, 
creating harmonious melos. 


- How many ways can music 
be executed in? 

- [In] three [ways]: by the 
mouth, by hands and_ the 
mouth, and by hands only. 


- Which [music is created] by 
the mouth and [which] ἰη 
other [ways]? 

- The music, [created] by the 
mouth, is songs, odes, tere- 
tismoi and other various 
[genres]. By hands and_ the 
mouth [such kind of music] as 
auletike [is created]. By hands 
only the kithara, the drum and 


the similar [instruments are 
sounded]. 
- By means of what is the 


music, [which is created] by 
the mouth, executed? 

- By voice. 

- Whiat is voice? 

~ Voice is an echo of the soul 
inspired, farising] when a 
certain harmony is born and 
due to a proper throat. Voice it 
is called because light is 
reason, for all, that is born by 
reason, is taken to light by 
voice. And all ascending and 
descending sounds, collected in 


" ~ 4 ‘ ‘ 
ἀποτελέσῃς τῶν OKTW χων τὴν 
a f 

ἐνεργειαν. 


ΝΡ ee ΞΘ ἄνα 


one {chant} until you complete 
the functioning of eight echo, 


are called voices, too. 
- What is echos? 


Τί ἐστὶν ἦχος; 
᾿ - Echos is what is emitted by a 


Ἤχος ἐστὶ τὸ ἐκ ζωτικῆς 


φύσεως ἐκφωνηϑὲν καὶ ‘living «creature τς γι by 
, ᾿ f man or re οἷαηρίη 
ἀκροασϑὲν παρὰ πολλῶν, 7 Ys oie 
ee "---: τοῦ 4 Movement of an instrument. - 
n n ae How many echoi there exist? 
ὀργᾶνου. 


- Eight. 

- How many [groups] are they 
divided into? 

- Into two: basic and plagal. 

- How many basic [are there]? 


Πόσοι εἰσὶν οἱ ἦχοι; 
Ὀκτώ. 

Εἰς πόσα διαιροῦνται; 

Fic S500" εἰς κυρίους καὶ 


πλαγίους. - Four. 
Πόσοι κύριοι; - How many ρμίαραὶ [are 
Τέσσαρες. there]? 
Πόσοι δὲ πλάγιοι; - Four. " 
Eeocups.">. 


It is evident that here we have the same /oci communes, 
which are known to us by the earlier sources (see: "Pseudo- 
Damascene and others"): it is an old definition of music, and its 
“division” into the music, executed by the mouth, by the mouth 
and hands or only by hands, known since the ancient times; here 
we again read the popular phrase “Light is reason". 

However, this is where the traditional character of the given 
part of the treatise by Cyril of Marmara ends, for it 1s followed by 
theoretical excursus, dealing with such modulation transitions 
srom one echos into another, which neither Byzantine musical 
practice, nor the church music theory of Byzantine period knew 
of. The author focuses his attention on the complicated mode 
tonality processes, which were taking place in the music of his 
time. Moreover, we shall not see here any references to the 
authority of the famous Byzantine musicians and to their chants. 
The greatest authority mentioned twice by Cyril of Marmara 
(fol.12 v. ) is κὺρ Πέτρος, that is, undoubtedly, Petros Bereketes 
who lived at the beginning of the XVIII century. Thus, this 


IS RAIC 63, fol. 9 ν. - 10 v. 
72] 
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part of the treatise is not connected with Byzantine traditions 
(naturally, except its introductory part cited here). 

The third part of work (fol.19-20 v. ) is the catalogue of 
inelourgs, done in alphabetical order, where mostly the musicians 
of Byzantine period are listed. 

The fourth part (fol 21-26 v. ) has the following title: 


"Στοιχειωδεστέρα διδα-- "An elementary hand- 
σκαλία περὶ τῆς ἕξω μουσικῆς, gv book on foreign music, where 
ἢ περὶ te τῶν κατ αὑτὴν [it is said] about the so-called 
σοχμπέδων καὶ μακαμίων sochmpedes, makamias, and 


λεγομένων ἔτι δὲ καί νημίων Kal also nemias and some of ils 


ἄλλων τινῶν τούτοις EmGear other categories... 


’ 
POLPEVOV... ἡ 


And, finally, the title of the last part of the work by Cyril of 
Marmara is: "Σαφήνια (Sic) ἐκ ποίων καὶ πόσων ἥχων συγκροτεῖται 
ἕκαστον τῶν μακαμίων καὶ τις ἢ ἀπάρχει καὶ μεχρὶ τέλους 
ἔφοδος" - "A clear exposition of what and of how many echoi each 
of the makamias is formed and what beginning they have up to 
the end". It is entirely devoted to the comparison of the echo! 
system with the mode tonality system of Oriental music and is 
accompanied with a large number of notation examples!® . 

This brief survey of the contents of the treatise by Cyril of 
Marmara shows that only its two parts - the first and the third - 
bear some relation to the subject of the present book, that 1s, to 
the Byzantine theory of music and its existence after the fall of 
the Byzantine Empire. Therefore only. these parts are to be given 
here. 


16 These notation examples seem to have led astray 1. Lebedeva, who considered that 
on fol.29-40 v. of RAJC 63 “the chants from the octoechos” were given (see: /Te6edeea 
H. Op. cit., 205). 
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A. Wntepsaibupie 4 Oe33By4Hble 3HaKH 


Yauie Bcero MMeHHO MepBasl YaCTb TpakTaTa NpHBAeKaa 
HaH6onbluce BHUMaHHe. Tak, HanpHMep, B Codex Xeropo- 
tamus 330 (1781-1782), HanmMcaHHOM 3HaMeHHTbIM JLHMHTpHeM 
JlotoM, H3Maraectcs ToNbKO MepBaa YacTb counHeHHs! . Criyctsi 
HEMHOTHM 6oylee cTONeETHA KPyYNHCHWMH HCCIICAOBATCIIb ΒΗ3ΔῊΗ- 
THHCKOH MYy3bIKH KoHcTaHTHH [IIcaxoc onyOnMkoBan parMeHT 
M3 3TOFO COUMHEHHS M MM BHOBb OKa3anacb NepBas yacTb* . Κα 
coxkaneHHio, K. Fcaxoc B CBOeEM HM30aTeIbCKOM ΒΟΤΥΠΠΘΗΜῊ He 
coo6uiv, M3 Kakoli pyKONHcH OH 3aMMCTBOBaN ΟΠγύπη- 
KOBaHHbIN TeKcr. [513 ero CHOB HCHO TObKO, ἯΤΟ B 3TOM Xe 
KOHeKce cogsepxKaincb TeopeTHuccKHe pabooTH [cengo-/lama- 
CKMHa, MepomoHaxa Taspnuna, Manyyuna Xpucada ἡ ΠΡΥΤῊΧ 
aptopos. Tlouemy xe K. [lcaxoc He onyONHKoBall BeCb TpakTaT 
Κηρμππὰ Mapmapnucxkoro? He cogepxkan IM 3TOT ΚΟΠΘΚΟ, Πο- 
no6HO co3qaHHomy JIMMuUTpHeM JIOTOM, TaKxKe TONbKO MepBylO 
qacTb? 

Kak 6bI TaM ΗΜ 6bIIO, HO A pelllMn CHaGLHTb NyOrMKayHio 
9ΤΟΪ ~YacTH Tpaktata Kupunna MapmapuucKkoro uz PAHK 63 
pasHOYTeHHAMH H3 KOdeKca 305 τῆς ἱστορικῆς Kat ᾿Εϑνολογικῆς 
Ἑταιρείας (= IEE) nw πγόπμκαμμμ K. [caxoca (PS) BS 


lCM.: Στάϑης [p. Ta Xeipoypaga..., A, 190. 

Δημοσίευσις dpyaiov ἀνεκδοτῶν χειρογραφῶν περὶ τῆς ἐκκλησιαστικῆς ἡμῶν μουσικῆς // 
Φόρμιγξ. Ex. Α΄, 15 Μὰρτ. 1902, 4α-β, 15-30. Απρὶλ, 6γ-70. 

HesMeHHBit ΠΡΉΜΕΡ, pacnosoxKeHHbIii BCAaMOM KOHUe ΠΥΟΠΗΚΥΕΜΟ YacTH (ππ.9-9 
06. ) CM. Ha cboTOpenposyKUMH. 
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A. Interval and soundless Signs. 


Most often it was the first part of the treatise which 
attracted the greatest attention. Thus, for example, only the first 
part of the work! is given in Codex Xeropotamus 330 (1781-1782), 
written by the famous Demetrios Lotos. A little more than a 
century later the most prominent researcher of Byzantine music 
Konstantinos Psachos published a fragment of this work and it 
happened to be the first part again? . Unfortunately, K. Psachos 
did not mention in his publisher's preface what manuscript he had 
borrowed the published text from. From his words it could only 
be understood that the codex had contained the works by 
Pseudo-Damascene, Gabriel Hieromonachos, Manuel Chrysaphes 
and other authors. But why did he not publish the whole treatise 
of Cyril of Marmara? Could this codex, like the one created by 
Demetrios Lotos, have also included the first part only? 

If anything, I decided to supplement the publication of this 
part of the treatise of Cyril of Marmara from RA/C 63 with the 
variant readings from Codex 305 τῆς Ἱστορικῆς καὶ ἘἜϑνο- 


λογικῆς Ἑταιρείας (= IEE) and the publication of K. Psachos 
(PS) ° 


I See: Στάϑης Γρ. Τὰ Xerpdypaga... A, 190. 

Δημοσίευσις ἀρχαίων ἀνεκδοτῶν χειρογραφῶν περὶ τῆς ἐκκλησιαστικῆς ἡμῶν 
υσικῆς ,Φόρμιγξ. Et. A, 15 Μὰρτ. 1902, 4a-B, 15-30. ᾿Απρὶλ. 6γ-70γ. 

See the photocopy of the neumatic example, given at the very end of the part 
published here (fol. 9-9 v. ) 
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} 
5. 
10. 
Ie), 
7. 


Codex Petropolitanus RAIC 63 
(fol.2-9) 


" ν. “ ° ; ‘ f f 
Ισαγωγὴϊ μουσικῆς κατ EPOTANOKPLOL εἰς PMOTEPAV κατα-- 


“ - ᾿ “- 
ληψιν τῶν μαϑητιόντων, ἧς ὁ λόγος περί τε τῶν ἀνιουσῶν καὶ 
κατιου-- 
— 5. -.{τ ᾿ς ΤΣ 
σῶν φωνῶν, σωμάτων τε καὶ πνευμάτων᾽ ἢ καϑ εαυτὰ καὶ ἡ 
‘ " ͵ ld 
πρὸς ἄλληλα Exovoiv4, Ev te? συνϑέσει καὶ ovvtciEEt’, 
καὶ περὶ 
“ 2 os ~ ~ 
TOV ἐνεργειῶν TE καὶ σχημάτων" τῶν κοινῶς λεγομένων 
? 
μεγά-- 
λωνθ σημαδίων, παρά τε τοῖς πάλαι καὶ νῦν, ἐπὶ παντὸς 
ἤχου, 
~ a ow ’ ~ \ f yi ‘ ~ 8 
φϑορῶν τε αὑτῶν καὶ φωνουργιῶν καὶ AnEsav’, καὶ τῶν 
τινῶν ἄλλων 
2 ~ -- +) ~Q ! 3 
παρεπομένων αὑτοῖς, ποιηϑεῖσα nap ἐμοῦ Κυρίλλου ἁρ-- 
χιερέως Τίνου τοῦ Μαρμαρινοῦ. 
. , ; ; 10 ὅν... ; - ' Ξ 
Apyn, μέσῃ, τέλος" καὶ σύστημα πάντων τῶν σημαδίων τῆς 
μουσικῆς 
f 6 11 Py f 
τέχνης ONOIOV’* ἔστι; 
Τὸ ἴσον 6.--- 
Καὶ χωρὶς τούτου οὐ κατορϑοῦται φωνή; 2..- 
Οὔμενουν. 
Λέγεται δὲ ἄφωνον; ὦ... 
Πάνυ y οὖν! 2. 
ϑ “ΟἿ 2 \ v ~ . \ , ‘ ! 
Enei ὃ " ἔστιν ἄφωνον, πῶς ἔχει τὸ σύστημα ἢ καϑόλου 


μουσικὴ παρ αὑτοῦ; 


? PS: Εἰσαγωγή 2 PS: abest F.1EE, ΡΒ: ἕντε 4. PS: συντάξει καὶ συνϑέσει 
PS: τῶν ἐνεργειῶν τε καὶ σχημάτων non continet δ PS: μεγάλων abest '. PS: pro 
verbis παρὰ τε τοῖς πάλαι -- καὶ λήξεων dat κατ ἐτυμολογίαν ἢ ἤχων τε καὶ φϑορῶν 
ΡΒ: τῶν abest °.PS: τὺ loco leet παρ ἐμοῦ dat συντεϑεῖσα παρὰ τοῦ Κὺρ 
" ES: τέλος non habet Il ps: ποῖον |2. PS: γοῦν 


| PS: δέ 
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10. 


FS. 


Οὐχ ὅτι φωνῆς ἀμοιρεῖξ, φωνεῖται μέν, ἀλλ᾽ od μετρῆται", 
Διὰ πάσης τῆς ἰσότητος ποῖον ψάλλεται; 

Τὸ ἴσον᾽ ἃ... 

Διὰ πάσης τῆς ἀναβάσεως; 4 

Τὸ ὀλίγον .- 

Διὰ πάσης τῆς καταβάσεως; > 

Ὃ ἀπόστροφος ) 

Ek πόσων φωνῶν συνίσταται ἣ μουσική; 

Ἔκ πέντε καὶ δέκα. 

Εἰπέ ἡμῖν καὶ τὰς αὐτῶν ὀνομασίας; 

Ἶσον 5. ὀλίγον — ὀξεῖα, πετασϑήθ ed 
κούφισμα Cx πελασϑόν᾽7 Y δύο κεντήματα δὰ 
κέντημα \ ὑψηλή £ ἀπόστροφος ἡ) 

δύο ἀποστροφοσύνδεσμοιδ >} ἀπορροή S 
κρατημοῦπόῤῥοον ity ἐλαφρόν AN χαμιλή \ 
Αὗται αἱ φωναὶ εἰς πόσα διαιροῦνται; 

Εἰς δύο. 

Εἷς ποῖα; 

Εἷς ἀνιούσας καὶ κατιούσας. 

Πόσαι αἱ ἀνιοῦσαι; 

Χωρὶς τοῦ ἴσου, ὅπερ οὐ τῶν μετρουμένων ἐστὶν ὀκτώ. 


͵ f & ~ 3 4 «3 ne 
Εἴπε μοι ὁποῖαι εἰσιν αἱ ἀνιοῦσαι; 


2 IEE, PS: ἀμοιροῖ 3. PS: μετρεῖται 4 ΡΒ: τῆς ἀναβάσεως, ὁποῖον ψάλλεται; 
>. PS: τῆς καταβάσεως, ὁποῖον ψάλλεται; ©. PS: πεταστή _ PS: πελαστόν 


δ PS: δύο ἀπόστροφοι ΄. ΡΒ: καὶ χαμηλή 
ΟΡΡΒ: pro loco ὅπερ -- Oxw scribitur (ὅπερ οὐ μετρεῖται), ὀκτὼ εἰσὶν 
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a ΄ 


Τὸ ὀλίγον — ἡ ὀξεῖα / f πετασϑή 45 
τὸ κούφισμα Gx τὸ πελασϑόν2 Y τὰ δύο κεντήματα δὰ 
10. τὸ κέντημα Ν καὶ ὑψηλή 4 
Εἰς πόσα διαιροῦνται αἱ ὀκτὼ αὗται ἀνιοῦσαι φωναί; 
Eic δύο τῶν κεντημάτων. 
Εἰς τί; 
Εἰς σώματα καὶ εἰς πνεύματα. 
15. Πόσαι αἱ κατιοῦσαι; 
"EE. 
3V. Καύται! εἰς πόσα διαιροῦνται; 
Εἰς δύο. 
Εἷς τί; 
Ἄνευ τῆς ἀποῤῥοῆς εἰς σώματα Kal? πνεύματα. 
5. Ἔκ τῶν ἀνιουσῶν φωνῶν ποῖα εἰσὶ σώματα καὶ ποῖα 
πνεύματα; 4 
Σώματα μὲν τὸ ὀλίγον -- ἡ dEeta / ἡ πετασϑήθ ed 
τὸ κούφισμα Cm τὸ πελασϑόν7 Y 
Πνεύματα δὲ τὸ κένημα Ν καὶ ὑψηλήδ 4 
Ἔκ τῶν κατιουσῶν3 μὲν σώματα ὁ ἀπόστροφος ) 
10. οἱ δύο ἀποστροφοσύνδεσμοι! 8 >) τὸ κρατημο- 
ὑπόῤῥοον ΓΨ 
Πνεύματα δὲ τὸ ἐλαφρόν MN καὶ ἡ χαμιλήᾳ 
Τὰ ἀνιόντα σημαδόφωνα καλούμενα πόσας φωνὰς 


ἀποτελοῦσι; |! 


2 PS: πελαστόν 3. PS: αὗται non habet 4.1ΕῈ, PS: δύο πλήν 

ΠΡΟ: Αὗται 2. PS: καὶ εἰς 3. PS: τὰ σώματα 4 PS: τὰ πνεύματα δ PS: ᾿Ανιόντα 
σώματα ©, PS: ἡ πεταστή 7 PS: τὸ πελαστόν ἧ. PS: ἡ ὑψηλή 9. IEE, PS: τῶν 
κατιουσῶν ὁποῖα; EK τῶν κατιουσῶν 10 ps: ἀπόστροφοι, οἱ καὶ σύνδεσμοι 

.PS: ἀποτελοῦσιν; 


125 


ae 


10. 


’ ‘ ᾿ 
Avo καὶ δέκα. 
4 ~~ mT ἃ A 2 ~~ ~ 
Καὶ πῶς ὄντα ὀκτὼ ἀποτελοῦσι φωνὰς δύο Kat δέκα; 
4 A , ‘1 ΕῚ 4 
Τὰ μὲν σώματα ἔχει AVA μίαν φωνήν, τὰ δὲ πν(εύμ)γατα ἀνὰ 


! 


δυο. 
Oiov!? τὸ ὀλίγον — α ἡ ὀξεῖα ,χ α ἡ πετασϑή ED a 


᾿ ’ ‘ 
TO κουφισμα CK α TO πελασϑὺν Y α τὰ δύο κεντήματα Νὰ a 


τὸ κέντημα N βὶ καὶ ὑψηλή 4 δ. 


\ , f ? ‘ ὸ - 1 
TQ κατιόντα σημαδοφῶνα πόσας φωνὰς ἀποτελεῖ; 
Δύω καὶ δέκα. 
Τίνι λόγῷ; 
. ‘ ¢ 
Qonep καὶ τὰ κατιόντα, δηλαδὴ ὁ ἀπόστροφος δ) α οἱ 
δύο »»> a 
2 ? ς ὃ f \ 
ἀποστροφοσύνδεσμοι )} a ἡ ἀπορροή L[ B τὸ κρατημο- 
ὑπόῤῥοον ity β 
4 2 ῖ 
τὸ ἐλαφρὸν AN β καὶ ἡ χαμιλή \ δ. 
ἷ ; ~ ἢ \ 3 f f Ε 
Τι διαφξρουσι τῶν σωμάτων τὰ AVLOVTA TV (εὺμ) ατα; 
Οτι τὰ μὲν πν(εύμ)γατα ὑποτάσσουσι, τὰ δὲ σώματα 
ὑποτάσσονται 


‘ge ao ae ‘ = t f ¢ 
ὑπὸ TE TOD ἴσου, καὶ ὑπὸ TOV ἀνιόντων πν(ευμ)άτων, καὶ EK 
«Β t 
TOV KATLOVTOV 


12 PS: Οἷον -- καὶ ὑψηλή abest . 
1 PS: ἀποτελοῦσιν; Ζ IEE, PS: Δύο *. PS: δηλαδή -- ἡ χαμιλή non continet 
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15. 


7 ‘ ’ ‘ Po - . 7 . 
σωμάτων TE? καὶ πνευμάτων", ὡς ὁρᾷς" ταῦτι κεῖμενα 


—\Z τ 
μετὰ κεντῆήματος Ρ A ae a’ ἫΝ 


μετὰ 10 κατιουσῶν 


οι, cies Wa bof SEN. oN. 3 4° at ΝᾺ 
-“σ“Οοο OME \ VY 
Ta ew CL Ripe ae Pe Γ᾽ τί 
? - 
Ay. Διατί πρῶτον μὲν σώματα, ὕστερον δὲ πν(εύμ)ατα; 
4 PS: τε abest >. ΡΒ: πνεύματα 6 PS: ὁρᾷς non habet 7. PS: ἑπτά 5 PS: ἑπτὰ 


PS: ἑπτά 10 ps: ἑπτά 
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10. 


“ \ ‘ fe f 
Ott μετὰ THY κατασκευὴν TOD σώματος συντίϑεται καὶ ἡ 
4] 
ι ψυχη΄. 
ἢ φ N° a 3 i 
Χάριν παραδείγματος: kasanep ἡ ψυχῆ ἔχει ἀδυνάτως 
σώματος διί- 
3 ~ ~ ν 
χα ἐνεργῆσαί τιΖ, οὕτω καὶ ἐν τῇ μουσικῇ τέχνη, τὰ 
πν(εύμ)ατα ἄνευ 
, > r 3 ? 4 f 
σωμάτων οὗ δύναται ἔκτελεσαι TL μελος. 
5 ‘ f > \ °*<¢ ‘ ! ὃν τ εἰ f “4 "ἃ 
Η ὑψηλὴ αὕτη kad εαύτην μόνη οὐχ ἵσταται ποτ“ HEV 
συντάξει 


Ζ 
μετὰ τὸ ὀλίγον ἐδ τὴν πετασϑήν" ὦ τὴν ὀξεῖαν Ζ 
δ 


τὸ πελασϑὸνθδ wf ἤ Ev συνϑέσει μετὰ τοῦ ὀλίγου — τῆς 
Ε 


ὀξείας 2, 


- 


τῆς πετασϑῆς" CD καὶ τοῦ πελασϑοῦδ ty 
᾿ E 
‘Opolns καὶ τὸ κέντημα, ὅμως τὸ κέντημα διαφέρει τῆς 
ὑψηλῆς ἢ 

ὑψηλὴ τίϑεται ἔμπροσϑεν εἰς τὰ ἄνω τῆς λαχούσης φωνῆς, HL 
με- 

σον αὐτῆς ἄνωϑεν, ἤῦ ὄπισϑεν αὐτῆς ἄνωϑεν, τὸ δὲ κέντημα 
ἔμ- 


PS: ἡ ὑψηλή 2.ΡὈΈ: ἐνεργῆσαί τι non habet 3. ῬΒ: τέχνη abest 4. IEE, PS: ποτέ 
᾿ ! 6 ‘ ΄ Z ; = - 9 δ 
.PS: πεταστήν “. PS: πελαστὸν ᾿΄ἧἰ. PS: πεταστῆς . PS: πελαστοῦ . PS: in loco 


sic dat δὲ 


” PS: ἥ -- ἄνωϑεν non continet 
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προσϑεν, μέσον, ὄπισϑεν, κάτωϑεν. 


έκέ 
—VN "DOr \exyA—eni vie νι Ἢ a 
EPPA ROL ὑπὸ ἐὶ 


| , ~ ~ 4 , 
Καὶ μάλιστα συντάσσεται καὶ διὰ τῆς βαρείας KaSanep!! 


ἢ 4 \ 
καὶ TO ἐλαφρόν Xa 


[4 ὼ f \ ? f f ~ f f 
15. Τι οὐ συνηρίϑμησας τὰ S00 κεντηματα, μητε τοῖς σωμᾶσι, NTE 
τοῖς πνεύμασι; 


5 Ott εἰ kai! παρὰ τοῖς παλαιοῖς ἔλαχον τὸ τοῦ σώματος ὄνομα, 
κατά 

τινα ἀναγωγικωτέραν Evvoiav GAA ἐμοί ye? οὐχ οὕτω, OTL 
τὰ ἁ- 

νιόντα σώματα ὑποτάσονται μὲν ὑπὸ τοῦ ἴσου, καὶ ὑπὸ τῶν 

‘yf 

νιόντων πνευμάτων, ὁμοῖως καὶ EK τῶν κατιόντων σωμάτων TE 

\ 

καὶ 


ΠΡ: in loco KaSanep dat καϑὼς 
PS: καὶ abest 2. PS: ἔμοιγε 3 PS: ὑποτάσσονται 
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10. 


15. 


SV. 


πνευμάτων, καὶ συλλαβὴν ἔχουσι ἐν τῇ συνϑέσει ὅπου ἂν 
τεϑῶσιν᾽ 
αὐτὰ δὲ οὐ λέγω πνεύματα, ὅτι οὐχ ὑποτάσσουσιν, GAA οὔτε 
σῶμα ἐ- 
πεὶ οὐχ ὑποτάσσονται, οὔτε καὶ ἰδίαν συλλαβὴν δέχονται. διὰ 
τοῦτο μό- 
νον λέγομενϑ, ὅτι εἰσὶ τῶν μεταγενεστέρων, καϑὼς Pact καὶ 
γὰρ τὸν 
- > é 4 7, \ 4 me 8 
TOV KLYOATIOV βασιλεα΄ TOV μουσικὸν προσϑεῖναι 
ἄνωϑεν τοῦ κεν- 
2 ͵ 9 4 f \ ᾿ f δ / ‘ \ 
τηματος OFE1AC?, καὶ KATMVEV TO OMYOV ὀνομάσοντα ὑψηλήν 
ἔχουσαν 
φωνὰς τέσσαρας, οἶμαι ὃ ‘18 ὅτι Kabtod!! εἰσὶ καὶ ταῦτα, 
ὡς στα! 
διπλῆν ἔχοντα τὴν ἐνέργειαν τῆς ὀξείας, καὶ τοῦτο μόνον 
διαφέρουσι τῶν 
πνευμάτων ὡς ἔχοντα μίαν φωνήν, διὸ καὶ μᾶλλον εἰσὶ 
πνεύματα, ἥ 
σώματα, καϑ ὅτι καὶ μόνα οὖχ ἵστανταί ποτέ. 
Εἶπέ ἡμῖν καὶ περὶ τῶν κατιουσῶν φωνῶν καὶ περὶ τῶν αὑτῶν 
πνευ-- 
μάτων᾽ πόσα μέν σώματα, πόσα δὲ πνεύματα; 


f f 1 ς ὃ i ζ μ 
Σώματα μὲν τρία", ὁ ἁπόοστροφος δ οἱ δύο 


ἀποστροφοσύνδεσμοι: }} 
πνεύμαται δὲ δύο τὸ ἐλαφρόν ΓᾺ καὶ ἢ χαμιλή Yo 
Τί διαφέρουσι τὰ σώματα τῶν πνευ μάτων; 
Ὅτι τὰ σώματα ὑπὸ τῶν πνευμάτων: οὕτως 


mr aye yey ἊΝ 
ὑποτάσσονται, ὡς ὁρᾷς ἢ ὃ ἢ ἘΝ 


ν @ ἂν Α . , Υ͂ > td 
H anoppoyn J ὁποίου γένους ξστιῖν; 
Ya ᾽ς > ~ , 2 *5 ~ f 2 \ ~ 
Οὐτ ἡ Ek TOV σωμάτων, οὔτ ? τῶν πνευμάτων, ἀλλὰ τοῦ 
? 
φαρυγγος 


4 IKE, PS: ἔχουσιν Ps: σώματα δ Ps: λέγοντες 7 PS: βασιλέα πτολαμαῖον 
᾿ PS: προσϑῆναι “ IEE, ΡΒ: ὀξεῖαν 10 PS: δέ 1] PS: ταὐτοῦ 
: te gle 


l PS: δύο 


2 PS: of δύο ὁ ἀπόστροφοι, οἵ καὶ σύνδεσμοι 3 PS: σώματα ὑποτάσσονται 


4 PS: pro verbis τῶν πνευμάτων -- ὡς ὁρᾷς scribitur τῶν πνευμάτων, καὶ μένουσιν ἄφωνα. 
τὰ δὲ πνεύματα, οὐχ ὑποτάσσονται, GAA ἔχουσι τὰς φωνὰς αὐτῶν, οὕτως PS: Οὗτε 


aN 


ee eee 


σύντομος κίνησις εὐήχως καὶ ἐμμελῶς THY φωνὴν teioa® , διὸ | 
καὶ 
μέλος καλεῖται. 
10. Ἔστιν ἄλλως πως ἡ ταύτης χρῆσις; 
Πάντως γε προτιϑεμένου αὐτῇ τοῦ πιάσματος γίνεται 
σημάδιον κα- 


~ 
i} 


υ 
, z \ > eC i! \ 
Lovpevov osiona Wy ἀποτελοῦν Etepotor’ ἤχον φϑορικον 
πρὸς 
διαφορὰν τοῦ ἤχου,ὦ τίϑεται. 
Τὸ Kpatipoiindppoov τί ἐστί; fey 
15. Σύνϑετον ἐκ κρατήματος καὶ ἐξ9 ἀποῤῥοῆς. 
: SA" Pl ς ξ ρροῆς 
Υποτασσόμενον; 
6 Ναί!, ὑπὸ tod ὁμαλοῦ “7 σημαδίου, εἰ δὲ τῇ συν ϑέσει 
μόνου εὑρισκομέ-- 
~- » ~ 2 ~w ἃ 
νου κατὰ THY χρῆσιν τοῦ ποιητοῦ, ἔχει τὴν ἐνέργειαν αὐτοῦ ἀεὶ 
διὰ τοῦ 
ἑτέρου σημαδίου διαφόρως, εἰ δὲ τεϑεῖς3 μετὰ τοῦ ὁμαλοῦ 
- 7 γίνε- 
ται σημάδιον καλούμενον ἀργοσύνϑετον "SG 


5. Ὥστε διὰ ταύτης τῆς συνϑέσεως τελειοῦται ἡ μουσικὴ 
τέχνῃ; 
Οὔμενουν᾽ ἀλλὰ καὶ" μετὰ τῶν σημαδίων. 
Εἰπέ ἡμῖν πόσα εἰσὶ τὸν ἀριϑμόν, καὶ τὰς αὐτῶν ὀνομασίας; 
Παρὰ μὲν τοῖς παλαιοῖς πλείω τῶν τεσσαράκοντα, 
τὰ δὲ παρ ἡμῖν μόνον τεσσαράκοντα, οἷονδ ἶσον CH 


10. διπλή ““ παρακλητική  Ζ--- κράτημα /. λύγισμα a. 
? 2 , r τα 
κύλισμα ἥΚΧὥΨΦ ἀντικενοκύλισμα "γ᾿ τρομικόν e) 
στρεπτόν Ὑ͵ τρομικοσύναγμα FF ψηφιστόν. 2 


6 PS: ἀποπτύουσα 7. IEE: étepotov PS: ἕτερον *. PS: ἐστίν; ° PS: ἐξ abest 

PS: Ὑποτασσόμενον, ἤ οὐχί, : 

' PS: in loco Nai dat Ὑποτασσόμενον μέν “. PS: σημαδίου διαφόρως non habet 
2 IEE, PS: τεϑείη 4 PS: τελεῖται 5. PS: xalabest ©. PS: οἷον -- καὶ ἡμίφϑορον non 
continet 
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"5. 
6v. 

5, 

10. 

15. 
7 


ψηφιστοσύναγμα J γοργόν γ΄" ἀργόν “Ἔ σταυρός F 
ἀντικένωμα “7 ὁμαλόν 777 ϑεματισμός ἔσω Wy 


ἕτερος ἕξω GY ἐπέγερμα YQ παρακάλεσμα ἃ 


! 
ἕτερον LAD ξηρόν κλάσμα We ἀργοσύνϑετον Ἃ 
γοργοσύνϑετον Py ἀπόδομα “Ὑ“ οὐράνισμα Sy 


ϑές καὶ ἀπόϑες ϑῷ ϑέμα ἁπλοῦν ὅς, χόραμα! Cy 
τζάκισμα WY ψηφιστοπαρακάλεσμα - 


τρομικοπαρακάλεσμα YF πίασμα Ἀ. σεῖσμα δὰ 


σύναγμα Ζ ἔναρξις ξ βαρεῖα \ 


ἡμίφωνον J καὶ ἡμίφϑορον J 
Σημάδια μόνον καλοῦνται, 7 καὶ ἄλλως πως; 
Καὶ μεγάλαι ὑποστάσεις, καὶ σχήματα διάφορα. 
Ἔχουσι καὶ φωνάς; 
Οὐχί, εἰ py? σχῆμα μόνον. 
plone τοῖς Ayers τίς HV ἡ τούτων χρῆσις; 
Οἷα καὶ η παρ ἡμῖν, πλὴν τῆς χειρονομίας, ἥτις ἔλαϑεν ἡμᾶς. 
Καὶ πῶς δυνάμεϑα ψάλλειν ἄνευ τῆς χειρονομίας; 
Εκεῖνοι εἶχον τότε πρακτικὸν καὶ ϑεωρητικὸν μετὰ τῆς αὐτῆς 
χειρο- 
νομίας᾽ ἡμεῖς δὲ τάνυν τῷ πρακτικῷ μόνῶ χρώμεϑα, 
παραμείναν.-- 
τι ὃς τόδε" τοῦ χρόνου διὰ τῶν διδασκάλων τῆς μουσικῆς 
τέχνηςθδ᾽ εἰ 
δυνατόν, εἰπὲ ἡμῖν! καὶ κατὰ μέρος τὰς ἐνεργείας τῶν 
on μαδίων; 
Οὐκ εἰμὶ ἱκανὸς διὰ λόγου εἰπεῖν τι περὶ αὐτῶν, εἴπερ γὰρ ἣν 
δυνατὸν 
εἶπον ἄν καὶ οἱ ἀρχαῖοι τὰς ἐνεργείας αὐτῶν διὰ λόγου᾽ 


ἡμεῖς2 δὲ μόνον 


| TEE: χόρευμα 2 IEE: εἰ μι PS: εἰ μή adbest 3 PS: Οἷον ἢ ΡΒ: ἡ >. PS: in loco ἐς 
τοὴξ dat εἰς τὸ διὰ κ . PS: τέχνης abest 
lps: ἡμῖν abest 2 PS: ἡμᾶς 
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διὰ προφορᾶς" sina δὲ ὑμῶν ἐτοιμολογίαντ τινὰ λαβὼν τοῖς 
ἀφορμὰς 
5. παρὰ κὺρ Ἐμανουὴλ" Χρυσάφου ἅτινα καὶ ὡς ἐν μέρει 
προσϑήκης 
ϑήσομαι καὶ διὰ παραδειγμάτων don μοι δύναμις δηλώσω 
τὸ ἴσον Cc. 
μὴτε ἀνάβασιν ἔχει, μὴτε κατάβασιν, ἀλλὰ φυλάττει ἰσότητα 
EWS 
οὗ σχηματισϑῇ ὁ ἦχος διὰ στόματος. ἔπειτα 7} ἀναβαίνει διὰ 
ἀνιούσης 
ἤ καταβαίνειδ διὰ κατιούσης, καὶ ποτὲ μὲν δέχεται διπλῆν. ἕν 
τῇ ἀνα- 
10. βάσει t n κράτη μα ἐν τῇ καταβάσει. 
'ἡ διπλὴ “7 ἄλλην ἐνέργειαν οὐκ ἔχει, εἰ μὴ ἵνα yivetau!® 
αἰτία ἀργίας με- 
λούσης | , ἤ καὶ ὅταν ἕπεται ἀνιοῦσα. 
᾿ " ὁμοίως καὶ τὸ κράτη μα “2. ἐν ταῖς κατιοῦσαις. 
" ἡ δὲ παρακλητική ~ Ze παρακλητικὸν ποιεῖ τὸ μέλος, καὶ 
ὥσπερ 
15. δεόμενος 2 


" 4 \ ? sf ¢ ~ \ \ 
TO ὃς TAPAKAAEO HA ” WMOTEP O παρακαλῶν μετὰ καὶ 


f 
κλασμε-- 
TV. vyc! φωνῆς, ποιεῖται τὴν δεομένην ὑμνῷδίαν, ὅς ὃ ἂν τις 
ἄμφω ψάλ-- 
- f - ae 
Ay. ὀφείλει ϑλᾶν THY φωνὴν καὶ TO μέλος μετὰ ἱλαροῦ 
τρόπου. 
"τὸ ἕτερον CAD ἐνίοτε ἀντὶ παρακαλέσματος τίϑεται, καὶ ὡς 
ἐπὶ τὸ πλεῖστον 
ἐν τοῖς κρατήμασιν9 ἕνεκεν ταχύτητος. 
of 4 9 - ὼ ἤ , 3 
5. otav δὲ τεϑῇ ἀλλαχοῦ πάντῃ AVOpPOLOV ἔστι. 
" τὸ δὲ κύλισμα MA, κυλίει καὶ στρέφει τὰς φωνάς" 


> ? 
τὸ δὲ ἀντικενωκύλισμα "Wy σύνϑετον ἐστὶ" 6 


τοῦ 
ft 
κυλίσματος, 


ἄντε 


δι @& Mi 
καὶ AVTILKEVOUATOS. 


: IEE, PS: ὑμῖν 4 PS: ἐτυ ιολογίαν 5 IEE: Ἐμμανουήλ PS: Μανουήλ 
Ὁ TEE: ἥντινα PS: ἥν τινα =. PS: Heaies abest ”.PS: καταβαίνη PS: εἰμή 


10 PS: in loco γίνεται dat re, | IEE, PS: μέλους ι2 ΟἸΕΕ, PS: ὅδομενον 
IEE, PS: κεκλασμένης 2 PS: ὀφείλει ὁ ἄμφω ~. PS: κρατήμασι 4 PS: τὸ δὲ 
κύλισμα -- τὰς φωνώς non continet >. PS: ἔστιν 6 TEE: ἕν te PS: ἔκ τε 
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-A3 
‘AOABN3GIL AIZIGIGD VOX AIsMOdUN Qor ouD Δ Aororidush o2 ,, 


"AQ1U3d20%3 ΟΣ » _ ἢ 
la AZ 4) VOX 


AomINoOd? 02 1113612 5. Ὃ la Az ‘MOMO3uNIA9 610200 1Ὸ ΤῸΤΙΤ] 
-σλ ang 

30 ΛῸΣΟ “ΛΟΊΤΟΘ2Λ3 ἸῸΣ «ΛοΛλογχοχᾳ AUAOD Ala AODIvMUXO ‘QT 
loud% 
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10. va, καὶ Yéow ἀποτελοῦντα, διὸ ϑὲς καὶ ἀπόϑες κέκληνται. 
" τὸ δὲ ξηρὸν κλάσμα Aye διὰ τὸ κλᾶσϑαι τὴν φωνὴν δι 
αὐτοῦ 
σκληρῶς τε καὶ τραχέως προφέρεσϑαι τὴν ὑμνωδίαν οὕτω 
καλεῖται. 


Ι 
4 | a ? ὲ a = - ¢ 
TO ἀργοσύνϑετον μέλους βραδύτητα 4 δείκνυσι. 


4 ἢ 4 
" τὸ γοργοσύνϑετον ταχύτητα Py τὸ οὐράνισμα HE yy 
15 ς mia ‘ ‘ «ἢ tye 7 ad 
. Ὀψοῖ τὴν φωνὴν OLpavItoy, sita καταβιβάζει. 
Ty \ 1.102 tin w a ll ? fim 2 va = 
TO δὲ“ ἀπόδερμα WK" ἡ μᾶλλον" ἀποδομα GEL Ev ταῖς 
ἀποδώσεσει! 2 τῶν 
, 
δΥ. ϑεσεωᾳ(ν) τιϑεται. 
" \ r l td A 4 4 1 4 ἢ - me ‘ 
TO χοραμα' sy καὶ τούτου TO ὄνομα παρὰ TOD τοιῶς SE 
σχηματιζομένου μέλους 
= - cr ᾧ 
γέγραπται κυκλικῶς γὰρ στρέφεται ὥσπερ ὁ χορός. 
"ο"Ν 13 t t ! 2 ‘ “- 
τὸ δὲ’ σύναγμα καλούμενον συνάγει EV ἑαυτῷ 
τέσσαρας 
’ at me fou ‘ ~ 
5. φῶνας, ἔστι ὃ OTE καὶ τρεῖς. 


\ ~ 
" τὸ ψηφιστοπαρακάλεσμα & EK ψηφιστοῦ καὶ 
παρακαλέσματος σύγκειται. 


es ‘ ma ‘ 
TO τρομικοπαρακάλεσμα ΑΝ ἐκ τρομικοῦ καὶ ἑτέρου 


παρακαλέ-- 
σματος. 


" τὸ τρομικοσύναγμα" ἃς. ἐκ τρομικοῦ καὶ συνάγματος. 
10. " τὸ ψηφιστοσύναγμα y EK ψηφιστοῦ καὶ συνάγματος. 


\ ~ τς \ 
" τὸ <mi>acpa® \. ἐκ δύο βαρειῶν, παρὰ τὸ πιέζειν καὶ 


ϑλίβεινδ τὴν φωνήν. 


9 PS: δείκνυσιν ὃ PS: δέ abest | !. ΡΒ: μᾶλλον εἰπεῖν 2 IEE, ΡΒ: ἀποδόσεσι 
! IEE, PS: τὸ ἐρευμα 2 PS: εἴληπται ὁ PS: δὲ abest 4. ΡΒ: τὸ τρομικον 


παρακάλεσμα ~~. PS: τὸ τρουμικοσύναγμα - καὶ συνάγματος non continet _ δ Primae 
binae litterae istius verbi obscure et immunde scriptae sunt. . PS: τοῦ "PS: βλίβεν 
Δ7 3anaa N° 2443 13d 


"ἢ βαρεῖα ι Ἔ παρὰ τὸ βαρὺ καὶ μετὰ τόνου προφέρεσϑαι 
ἔχουσα 9 φω-- 
Viv μελιζομένην μέν, οὐ μετρουμένην δέ. 


“ἡ ἕναρξις δὲ = παρὰ τὸ] ἑτέρου ἤχου ἀρχὴν γίνεσϑαι, 


ἤγουν κατὰ μουσι- 
15. κοὺς ἐναλλαγήν. 


"Η 1 & ͵ \ 2 δ - “9 ~ δ] f 12 
TO ἡμίφωνον καὶ EE αὑτοῦ TOD ὄνοματος δῆλον ἔστι" “2, 
“VF 4 
OTL ἡ- 
4 μίσειαν ἐμφαίνει φωνὴν καὶ τελείαν. 


" τὸ δὲ ἡμίφϑορον δ παρὰ τὸ ἡμίσειαν φϑορὰν ὑποδηλοῦν. 
ταῦτα δὲ οὐκ ἄλλως ἐναργῆ τε καὶ σαφῆ τοῖς μαϑητουομένοις 
εἴη, εἰ μὴ 
διὰ χειρονομίας ἤ προφορᾶς καΐπερ ἔχουσι καὐτὰ τὴν 
ἐνέργειαν 
5. αὐτῶν ὀρϑήν, ὅταν ὦσι σύμφωνα ταῖς γραμμαῖς ἐπεῖγε 
πολλάκις ἔ- 
στιν ἰδεῖνΖ ἑτέραν γραμμήν, καὶ ἕτερα σημάδια ἥ κατὰ 
παραγραφήν, 
i] καὶ πρὸς κάλλος, Kal? μόνον τῆς γραμμῆς διὸ καὶ ἄνευ 
αὑτῶν δυνάμε-- 
Sa ψάλλειν, ὅταν ἢ“ ἡ γραμμὴ τῆς συνϑέσεως PSN, καϑὼς 
καὶ" ἐν τῷ 
παλαιῷ στιχιραρίῷ, ἐν ᾧ καὶ ἄνευ τῶν σημαδίων ψάλλομεν, εἰ 
καὶ δυσ- 
10. χερεστάτην τὴν γραμμὴν εὑρίσκομεν. 


9 PS: τοῦ βαβέος 19 YEE: ἔχουσαν |! PS: τοῦ [2 ΙΕΕ, PS: ἐστίν 
ΓΡΩ; κατὰ 2 PS: εἰδεῖν 7. ΡΒ: καὶ αὐεξί *. ῬΒ: ἤ 5. ΡΒ: καὶ abest 
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σ΄ a 


[lepesoa 


Jizz Bpezenve B My3bIky MocpefcTBOM BOMpocooTBeTHHka (ΠΠᾺ 
6oylee ΠΟΓΚΟΙῸ BOCNpHATUS YyYeHHKOB), ΡΘῚΡ B KOTOPOM 
[noMseT] 0 BOCXOAALIMX ἡ HMCXOZALIMX HHTepBasiax, O ΤΟΠῸΧ ἢ 
ΠΥΧΆΧ, ObIBaIOWIMX CAaMOCTOATeCAbHbIMH HW HaxOQAWIHNMHCA BO 
B3aMMHbIX OTHOMWICHHAX, B COCAMHCHHHM MW COUeTAHHH, a Τα ΚΟ 
O felicTBuH uM cbopMax 3HAKOB, Ha3bIBaeMbIX OOBIYHO OOJIb- 
WWMM, 06 ΞΤΗΜΟΠΟΙΗΗ ἩΧΟΘΟΒ u ᾧτορὶ ἢ Koe O YeM Apyrom, 
IIpHicyuieM MM, - co3—aHHoe MHOoW, ΚΉΡΜΠΠΟΜ Mapma- 
PHHCKMM, apxHepeem TuHoca. 

- το ΞΒΠΊΘΤΟΣ HayasioM, cepeqMHOM, KOHIIOM H CHCTeMOnM 
BCe€X 3HaKOB MY3bIKaJIbHOTO MCKYyccTBa? 

- ἤοοη 46-. 

- be3 Hero He OOpa3yeTcaA WHTepBast)? C 

- JleficTBUTeIbHO, He [oOpa3yetcs]. 

- OH Ha3biBaeTcA Ge3HHTEPBAIbHbIM? GC 

- CoBepllIeHHO Tak. 

1.2 06. - ΠΟΟΚΟΠΒΚΥ oH G6e3HHTepBanbHbIli, TO KaKHM oO6pa30M 
OnaromapsA eMy My3biKa OOslagaeT cucTemMol? 

- He noTomy 4TO OH ΠΗΙΠΘῊ 3ByYaHHA. OH 3By4HT, HO He 
M3Mepsetca [Kak MHTepBa]?. 

- Κακοῦ [3Hak] NoeTca ΠΡῊ BCHKOM paBeHcTBe [c mpedbi- 
HYUIMM 3ByYKOM]? 

- Vicon | 

- A ΠΡῊ BCAKOM TOBbIMICHHH? 

- OJMTOH | 

~ A ΠΡῊ ΠΙΌδΟΜ ΠΟΗΡΜΚΘΗΜΗ7) 

- Αποοτροῷ 

- M3 ΟΚΟΠΡΚΗ͂Χ 3By4allHXxX 3HAKOB COCTaBIINeTCA MY3bIKa? 

- [33 15. 

- (ΚΆΣΚΗ HaM MX ἨΔΞΒΔΗΜΠ. 


- Micon @— ΟΠΡΓΟΗ — OKCHA / ΠΟΤΆΟΤΗ 6 Kyducma Cx%K 


MenacroH Y ΠΒΟΪΉΔΗ KeHoWMa \\ KeHauMa δ πομπὴ £ 
allocrpob ) πβοϊηοΐ coeqMHeHHEI anocTpod )) anoppou «ῳ 


KpatuMormoppoon f4y anadpox “\ xamnnn Ἢ 
1.3. - Ha ckonbxo [rpymn] nogzpaszensiotcs 3TH 3ByYalliMe 3HaKH? 


a 739 


- Ha ape. 

- Ha Kakne? 

- Ha Bpocxogalime ἢ HUCXOZAMIHe. 

- CKONbKO BOCXOZALINX? 

- be3 Wcona, ΚΟΤΟΡΒΙΠ He [HaxoaNTca] cpeqv WA3MepseMbix 
{3HAKOB], - BOCEMb. 

- CKaKM MHe, Kakve BocxogsluMe [3Hakn]? 

- ΟΠΗΙΟΌΗ — OKCHA / TMeTacTH 6. kKyducMa Gm MesacTou 


Y ΠΒΟΪΗΔΗ KeHaquMa \\ KeHduMa Ν᾽  ΜΠΟΜΠῊ L 

- Ha cxonbko [rpynn] Mogxpa3zqenslorca 3TH BOCEMb 
BOCXOJAMIMX HHTCPpBaJIbHbIX 3HAKOB? 

- Uckmioyuaa [ΠΒΟΠΉΥ1Ὸ] KeHMMy - Ha ΠΒ6. 

- Ha xaxne? 

- Ha Teja uM yx. 

- CkonbKO ἩΜΟΧΟΠΒΙΠΗΧ [HHTEPBaJIbHbIX 3HaAKOB]? 

- Ulectn. 

JI.3 οὔ. - A oH Ha ΟΚΟΠΡΚΟ [rpynn] ΠΟΠΡΆ3ΠΟΠΞΙΟΤΟΣ 

- Ha ope. 

- Ha kaKkne? 

- be3 anoppon, - Ha Tela HW ΠΥΧΗ. 

- CpeaqM ΒΟΟΧΟΜΒΙΠΙΗΧ MHTepBaJIbHbIX 3HAKOB KaKHe Tesla, a 
Kakwe - ΠΥΧΗ) 

- Tela - OJMYOH —— oKCHA / MeTacTw 6 KyducmMa Ca 


Nenacton Y Jlyxu xe - kKeHguMa \ wu πομπὴ £ 

- Acpequ ἩΜΟΧΟΠΗΙΠΗ͂Χ [HHTepBaIbHbIX 3HaKOB] ΚΆΚΗΘ Tea, 
a KakHe ΠΥΧΗ 7) 

- Cpenqu ἩΜΟΧΟΠΣΙΠΙΗΧ TenaMH ABIAIOTCA allocTpod > 


as ww wv / 
ABOWHOM COCEAMHEHHbIM ἈΠΟΟΤΡΟΦ δὲ KpaTHMOHNOppooH y 


JyxaMu xe - Ξ9ΠΆΦΡοΟΗ “\ ἡ ΧΑΜΗΠΗ \ 

- CkonbKo ΦΟΗΜ o6pa3yloT 3HaKH, Ha3bIBaeMbIe 
BOCXOJALIMMH? - 

- 12. 

- ΚΆΚΗΜ xe o6pa3om 8 [3HaKoB] co3gaioT 12 doun? 

- Tena cofepxaT No ofHOH QoHH, a AyxXH - No Be. 
Halpumep, ΟΠΉΓΟΗ — -] [ΦΟΗΜ]), oxcua / -1, neTacTH 6.2 


740 


1.4. 


-l1, Κγῷμομα Gw% -1, NenacToH Y -1, aBoiHand KeHouMa Νὰ - 


1, KeHouMa N -2 4 MNCHIM L -4. 


- CKobKO (OHH OOpa3ylOT HUCXOUMUIHe 3HAKH? 
- 12 
- ΚΆΚΗΜ o6pa30m? 


- Kak wn sBocxogsumue*, MHaye roBops, anocrpod > 
[conepxutT] | [donu], MBOMHOK coeqHHEHHBIN anocTpod@ > - 
1, anoppon sf - 2, ΚΡΑΤΗΜΟΜΠΟΡΡΟΟΗ ity - 2, anadpoH ΓΙᾺ - 


2 HW ΧΆΜΗΠΗ χὰ - 4. 


- το ormmyaeTt ΒΟΟΧΟΠΊΠΠΙΜ ΠΥΧΗ OT Te? 

- To, 4TO AYXH PyKOBOAT, ἃ Tea ΡΥΚΟΒΟΠΗ͂ΤΟΣ HCOHOM U 
BOCXOASIMHMH ΠΥΧΆΜΗ. OTHOCHTeIbHO Ke HHCXOAAMIMX ΤΟΙ ἡ 
ΠΥΧΟΒ [MpovcxogHT Tak], Kak TbhI BHAMUWIb B paciosloxKeHHbIix 
3necb [mpuMepax]: 


Ls ἜΚ ee 
5 Cx ¥ 


a 
C HCOHOM Ge 3HHTePBaIbHue 


Z-£ 


— ee 
c ΠΟΜΠῊ 4 4 


Z 
49 Cx 
‘4 


1.4 06. - Touemy puayane [paccmMaTpuBatotcs] Tena, a NOTOM Ayxn? 


9.5. 


- ΠΌΤΟΜΥ 4To gyuwia o6pa3yetcs nocne co3qaHHA Tena. 
Hampymep, Kak Ayla He MOXKeT HWYErO ΠΕΠΆΤΡ 663 Teyla, TaK ἢ 
B MYy3bIKa@ABHOM HCKYCCTBe ΠΥ͂ΧΗ 6e3 Ten He MOFyT CO3aBaTb 
ἩΡΚΏΚΟΥΪ Mesioc. Cama mo ce6e MNCHIM HUKoraa He CTaBHTCA, 


d d 4 
[a] B co"“eTaHHM Cc ONMTOHOM “  netacTH ῷ okcven 


4 


f Z 
neslacTOHOM 4 πῆδο Β COEMHHEHHNU C ONHTOHOM 5 OKCHeli 


2 Zh Ζ 
ὭΣ lleTacTHu Η ὃ NenacTOHOM ar Δ 


5 5 ό 


ΠΟΠΟΘΉΒΙΜ o6pa30M αὶ ΚΟΘΉΠΗΜα. OgHako ΚΟΗΠΗΜΆ ΟἹΠΗ- 
ὩΆΘΤΟΣ OT HNCHIIN: HIICMIM ycTaHaBIMBaetTcs ΒΠΟΡΘΠΗ [HM] BBep- 
Xy ΟἽΘΡΟΠΗΟΙΟ ΜΗΤΟΡΒΩΠΒΗΟΓΟ 3Haka, MHO0 NocpeyzN Hero [nH] 
BBepxy. KeHaMMa xe [cTaBHTca] BHepenn, NocepexqMHe, ΠΟΞΆΠΗ 
[mH] ΒΗΜ3Υ. 


ow 


3 ον @ 
SAQA mA Oo +7 OY 


C222 2.292335 36 


K TOMy Xe“ TOUHO Tak xe cocTaBisaeTcs [coeqHHeHHe] v3 


\ 
ΒΆΡΗ VW ΞΠΆΦΡΟΗΔ Ka 


- [loueMy ΠΒΟΪΉΔΗ KeHqMMa He MpHaNcsAcTcA ΗΜ K TeNaM, 
HM Καὶ Wyxam? 
- Hloromy 4To ecm y a”peBHHX OHa NoONyyNAA Ha3BaHHe Tena 
M3-38 HeKOTO BO3BbILIeCHHOrO NMOHMMAHMS, TO ΜΗῊ6 [3TO 
npeactTabiseTca| He Tak, H6O BOCXOAAMIMe Tea NOMYMHAIOTCA 
ΒΟΟΗΥ HM BOCXOAAMIMM Hyxam. Tak xe [MponcxognT] u cpelH 
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HHCXOALIMX ΤΟΙ M ΠΥ͂ΧΟΒ, [ΠΟΟΚΟΠΡΚΥΪ HW OHH ΠΟΠΥΊΔΙΟΤ cove- 
TaHve [c ΠΡΥΓΗΜῊ 3HaKaMHU] B COeAMHeHHH, Te OHM ObIIM 
yCTaHOBeHbI. A xe He Ha3biBalo 66, [TO ECTb ΠΒΟΪΉΥΙΟ KeH- 
mumMy], ΠΥΧΟΜ noTomy, 4TO oHa [HHKoro] He NOAYMHAeT. OZHa- 
KO OHA Takxe MW He ΤΌΠΟ, TaK KaK OHA He MOAYHHACTCA WM HE 
momyuaeT co6cTBeHHOTO coyeTaHHA [c ΠΡΥΓΗΜΗ 3Hakamy]. Ilo- 
STOMY MbIl FOBOPHM TOJIbKO, 4TO OHA CYLUICCTByeT cpeqH 
ΠΟΞΠΗΘΙΊΠΗΧ [3HaKOB]. 

Kak TOBOpsT, erMNeTCKMH Wapb-My3bIKaHT ΠΡΗΠΗΟΩΠ OKCHIO 
Ha KeHIMMOM M CHH3yY ΟΠΉΓΟΗ, Ha3BaB [3TO] HNMCHIN, 
comep>xKallieH YeTbIpe (poun*. A xe AyMalo, YTO ΠΡΟΜΟΧΟΠΗΤ 3TO 
M3-3a Toro, 4¥To [mH Tes] HH K YeMy DBOMHOe DeHCTBHe OKCHH. 
Benb [Tena] ToMbKO TeM MW OTNMYAIOTCA OT ZYXOB, ITO CODEpxKaT 
oHHy coun. Iloromy OHM M ABNAIOTCA CKOpee ΠΥΧΆΜΗ, HexKeH 
TelaMH, WH HMKOra HE CTABHTCA OHH. 

- CKakH HAM HU OTHOCHTeEIbHO HHCXOAALIMX ΜΗΤΟΡΒΑΠΡΗΒΙΧ 
3HaKOB HW OO MX Ayxax. CKonbKo [cpeaqW HHX] Te HW CKObKO 


RYXOB? 
Π.5 06. - ΠΙΒα tena: anoctpoh ) gBoitHoit anoctpod δ) a Takxe 


mBa Wyxa - ΞΠΆΦΡΟΗ “\ HW ΧΆΜΜΠΗ "4 

- Uem ormMyawtcs Tela OT DYXOB? 

- Tem 4To Tella NOAYMHSAITCH ΠΥΧᾺΜ Tak, YTO CTAHOBATCA 
6e33BY4HbIMH, ΠΥΧΗ͂ Xe He ΠΟΠΥΜΗΣΙΌΤΟΣ [TenaM], a coxpaHsAIOT 
CBOH HHTepBaIbI Tak, KaK TbI BHAMIE®: 7 


ΣΧ > Ὰ » 
2 Ae νὰ 


- K ΚΆΚΟΜΥ poy [3HaKOB] OTHOCHTcA ἤΠΟΡΡΟΜ Sf 7 

- Hn kK TenaM, HU K ΠΥΧΏΜ, ἃ OHA - KpaTKOe JBUXKeHHE H3 
Topila, Me€NOMMYHO HW TapMOHWYHO cosszaiomee 3ByyaHne. [1ο- 
3TOMY H MevIOc Tak Ha3blBaeTcs. 

- Kak nHate OcyllieCTBIAeTCA 66 ΜΟΠΟΠΒΞΟΒΔΗΜΟΣ 

- Boooille-To, ΚΟΙΠᾺ K Hew MpucTaBleHa mMacMa, To Hosy- 


υ 
yaeTCs! 3HaK, Ha3bIBAeEMbIM ΟΜΟΜΟΐ δ M3sMeHeHus! ΟΟΞΠΔΙΟΤ 
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J1.6. 


MOLYIAWUMOHHEIM WXOC MA OTIMYNA OT χοοᾶ, MPH KoTOpon 
OHa ycTaHaBIMBaetcs’. 


- Uro Takoe KpaTHMONTOppooH iy Ὶ 


- CoeMHeHve Μ3 ΚΡΆΤΗΜΒΙ Ηὶ anoppoun. 
- OH nogznucHon? 


- KoHeyHo, Nox 3HaKOM OMajoHa “9 Ecnu xe B COUMHeEHHH 


OH HMCNONb3yeTCA MaCTepoM OHH, TO OH BCEra HMCeT pasHoe 
I€MCTBHe, B 3aBMCHMOCTH OT Apyroro 3HaKka. Ecnm ΤΡΙ ycTa- 


HaBAMBaelib [ero] BMecTe C OMANOHOM 7 TO NOMYYHTCA 3HaK, 


! 
Ha3bIBaeMbIM aprocHHTeTou® » 4 


- ἥτακ, Ποορέπουβομ 3Toro cOeqHHEHHs! ΞΒΟΡΙΠΆΘΤΟΣ My- 
ΞΒΙΚΆΠΡΗΟΘ ACKYCCTBO?? 


- Huyero nogoonoro. [(Υ̓ΠΙΘΟΥΒΥΟΤ ΟΟΟΠΜΗΘΗΜΆΑ] Mc [πργ- 
ΓΗΜΗΪ 3HaKaMH. 


- CkakH MHe, KaKOBO "NCO [3HaKOB] H K@KOBbI MX Ha- 
3BaHHA? 


- CornmacHo ApeBHMM, [Hx] Gonbuie 40, a cormacHo Ham - 
ToNbKO 40, Kak HanmpwMep: HCOH GC. ΠΗΠΠῊ 7% MapakHTHKH 


πε... Kparuma 9}8- πηγῆομὴ ὦ. κηπμομὰ “Wg 
aAHTHKCHOKMIMCMa ὙΦ ΤΡΟΜΉΚΟΗ ᾿Υ ΟΤΡΟΠΤΟΗ ve 


TPOMHKOCHHarMa F nmenpucton _/ nenipuctocuHarma ἈΝ 


roproH €~ aprox Ἴ cTappoc - QHTHKCHOMa “7 ΟΜΏΠΟΗ 


"7 TeMaTucmMoc “6 πρυτοῦ [TemMaTHcMmoc] 3Kco * 3nerepMma 


ΝᾺ nmapakasiecMa ᾳ Apyraa [Mapakanecma] ἃ. KcHpoH 


! 
Κπδομὰ ψῳ, aprocHHTeTOH % ΓΟΡΓΟΟΜΗΤΟΤΟΗ 7) 


"1.6 06. ἀποπομὰ “¥ γρᾶημομα *@y τες κα anotec @% Tema amyH 


Oz XOpe BMA C5 Q3aKHCMa Y TCH(bHcTONMAapakasecma : 


υ 
TPOMHKOTIapakasiecMa ng TMacMa \ CHCMa \w CHHarMa oe 


9HapKcHc 2 BapuaA L 3IMUPOHOH Ke MW 3IMUDTOpOH J 


- [91u] 3HaKH Ha3bIBalOTCA TOKO Tak WIM ellie HHaye? 

- [OHM elle Ha3bIBaloTcsA] ἡ OoNbWMe HMOCTA3bI, H pa3sM4- 
Hble XapakTepbl MCMOJIHEHHA. 

- OuN cozepxKaT MHTepBaIb!? 

- HeT, TombKo xapaKTepbl ΠΟΠΟΠΗΘΗΜ. 

- ΚΆΚΟΒΟ 6bIIO HX HCNOMb30BaHHe Y APeBHUX? 

- Kak Wy Hac, ΜΟΚΠΙΌΠΔΗ XHPOHOMHIO, KOTOpas OCTaANaACh 
ΟΚΡΒΙΤΟΙ͂ oT Hac!®, 

- A KaK Ke ΜΒῚ MOXeM ΠΕῚΡ 063 XAPOHOMHH? 

- Te uMenM ΠΡΆΚΤΥΤΗΚΥ HM Teopnio STON ΧΗΡΟΗΟΜΜΗ. Mb xe 
MOJIb3YEMCHA HbIHe TONbKO MpaKTHKON, COXpaHeHHOMW AO Ha- 
CTOALMIero BpeMeHH YIHTeEIMH MY3bIKAIBHOTO UcKyccTBa!!, 

- ΕΟΠῊ BO3MOXHO, TO CKaxKH HaM O JeMCTBHH 3HaKOB ΠΟΡΟΞΗΡ. 

- ΞΜ He MOTy TOBOpHTb Ὁ ΗΗΧ cOBaMH. ΕΟΠῊ Obi 3TO ObIIO 
BO3MOXHO, TO JApeBHHe Obl cKa3aIM Οὗ UX ΠΟ ΟΤΒΗΗ ΟΠΟΒΆΜΗ, 
a MbI [MoxeM IlepeqaBaTb Mx] TONbKO ΠΟΟΡΟΠΟΊΒΟΜ 4u3006- 
paxenna!2, A xe coo6ulalo BaM HEKOTOpylO ΞΘΤΗΜΟΠΟΙΜΙΟ [Ha3- 
BaHHi 3HakoB], Ceps! OCHOBY y rocnogqMHa Manyuna Xpncada, 
KOTOpy!O J ΠΡΕΠΟΤΆΒΠΙῸ YacTHYHO c ΠΟΠΟΠΗΘΉΜΘΜ ἢ Ha ΠΡΗ- 
Mepax, H HaCKOIBKO clloco6eH, pasbscHw [ee]!?. 

Micon @ He cojlepxKHT HM NOBbINICHHA, HH NMOHWDKeCHHMS, a 
COXpaHseT paBeHcTBO [00 3By4¥aHHeM], 40 KOTOporo Obl ycTa- 
ΜῊ ccbopmuposan uxoc!4, 3atem [nepunii] mu60 ΠΟΒΡΠΙΆΘΤ 
[sByKH] MocpescTBOM BOCXOXxAeHHs, HOO MOHWKaeT ΠΡῊ 
MOMOMWM ΗΜΟΧΟΣΚΠΘΗΜΗ. IIpu noBbnweHHuv, Noxarlyv, nmpel- 
MOUMTACTCA ΠΗΠΠΗ͂, ἃ ΠΡῊ NOHWKEHMH - KpaTuma. Jiuniu 77 
He WMeecT Apyroro WeHcTBUA KaK TONbKO ANA Toro, 4TOOBI 
CO32aTb PHTMHKy Mesoca WM ΠΡΗ͂ΤΟΜ [Tormal, Korma OH ycTpeM- 
jiseTecaA BBepx. AHaHOrM4HO [ZelicTByeT] ἢ KpaTHMa | HO ΠΡῊ 
noHwxennax!>. 

TlapaknvTHKH ~&— xe co3qaeT Mpv3bIBHBIM MeyIOC, KaK 
6yuTo [moet] npocaumi!®. 
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1.7 οὔ. 


1.8. 


ΠαρΡαΚΑΠπΘΟΜα ᾳ [πὸ ἤστβυθτ Tak], ΟΠΟΒΗΟ Mpocammii c 


HaJJIOMJICHHLIM TOJIOCOM; CO32aBas ΠΡΟΟΣΠΠΥΟ THMHOLHW, on 
OQHOBPeMEHHO elle WM MoeT ee. OH BOMKEH CMATYMTH Ponoc ἡ 
[ucnoHSATb| MesIOc B KpOTKOM CTHNe. 

/\pyran [Mapakanecma] © A wHora cTaBuTca BMeCcTO 
[neppow] NapakalecMbI ἡ Yallie Bcero - pagan OpicTpoTsi [uc- 
ΠΟΠΗΘΗΜ5] B KpaTHMax. Korga xe oHa yCTAHaBAMBAeTCA B Apy- 
TOM MecTe, TO OHA COBeplIeHHO HMuHaa!’, 


Κηπμομᾶ xe “As KaTHT 4 BeptTuT 3ByKH!8, 


AHTHKe€HOKMJINCMa ὙΦ - COeZHHeEHHe H3 KAAMCME ἢ 
AHTMKEHOMBI!?, 


ΠΡ TpomMukoHe ὃ M cTpenToue ἡ ΟΠΟΠΒΒΞΥΘΤΟΙ TOT Xe 


uv τ vw wv 
CaMbIM cnocoO [HcnonHeHHsA], ΟΟΞΠΔΙΟΙΙΗ ἢ ΚΟπΠΟΟΠΙΟΙΙΗ ΟΣ ἡ 
ΠΡΟ ΚαΙΠΗ ἢ ronoc2?, Kora pacnesalwr 1Be ΟΠΜΗΆΚΟΒΡΙΘ 6yKBbI, 


TO ΠΡῊ NepBOH ycTaHaBJIMBaeTCA TPOMMKOH, ἃ ΠΡῊ BTOpoH - 
SKTPelTOoH. 


[ΗΔ3ΒΔη}56] “ncuducton" “2, ycTaHosmeHo [oT ΓΠΆΓΟΠΟΒΙ 
"Ticuug3eHH" [ΟΜΤΑΥΒΪ uv "“apnTMeitu" [ucuncastTh]. [9ΤῸΤ 
3HaK CTaBHTca|, KOrMa MOWTCH pa3s00UIeHHble 3BYKH, H3la- 
BaeMble He ΠΟΠΡΞΗ͂, [a no-oTaenbHoctTH]?!. 

ToproH ΗΓ 4M aproH ~® oO4eBHIHO, ΠΡΟΜΟΧΟΠΗΤ OT UX 
Ha3BaHnsa2. 

Kpectooopa3Hbii Κα cTaBpoc o6pa3yeT 3ByyaHHve B 
COe¢AHHEHHN, HOO Hal YeTbIPbMA ONMTOHAMM YCTaHaBJIMBaeTcs 
OHHa OKCHS HW anoctTpod, WH60 BMecTO HHX yCTaHaBJIMBaWwTcs 
Ba cTappoca HW [Ha 3TOM] 3aBepllaeTca coequHeHMe. OH, [TO 
€CTb CTaBpoc] Bcera ΟΤΔΒΗΤΟΣΙ ΠΡῊ BOCKXOxKTeHUAX2?. 

ΟΜΆΠΟΗ “7 [Tak Ha3BaH] MOTOMy, 4TO ΠΟΟΡΟΠΟΊΒΟΜ 6ΓῸ 
cosqaeTca riagkKuii M poBHbI Mesioc24, 


TemaTHcmMoc xe 300 -# wu [temaTucmMoc] 3kKco ϑ' 
oOo3HayaloTca 6ykBoH "T3Ta" Cc mpoxogsmeli mocpennHe 
JMHMeH, KOTOpad ecamM [HMeeT HakKOH] BHH3, TO OOpa3yeT 
TEMaTHCMOC 300; eCcJIM Ke MMeeT HAaKJIOH BBEPX, TO MomyyaeTcs 


TEMaTHCMOC 93KCO, ΚΟΤΟΡΒΙΪ BCeTMa CTaBHTCA BO ΒΤΟΡΟΜ H BO 
BTOPOM ΠΠΑΓΆΠΡΗΟΜ Hxocax2), 


746 


ὟΝ ““ρρρῆρπΠπ UO 


Tec Κα anotec @& - 3TO ΠΒῸ "T3TbI", CO€EMMHCHHbIC ΒΜΘΌΤΟ 


ONHOM MapakiMTHKK uM oOpa3yiouMe coeqMHeHHe [3HaKOB]. 
TlosTomy OH M Ha3BaH “Tec Ke anotec"2°. 


ΚΟΡΟΗ kilacmMa igh oe [Ha3bIBaeTCH TaK| H3-3a ylapeHHs: 


OnarogwapaA elt 3ByYK HCHONHSeTcA rpyOo u ObicTpo, [Mv NosTomy] 
TMHMHOAMS Tak HasblBaeTcs2’. 


! 
ΑΡΓΟΟΜΗΤΥΘΤΟΗ % VYKa3bIBACT MCJVICHHOCTB MejIOCcCa, ἃ 


TOprocHHTeTOH Ἢ - GbIcTpoTy2?. 


Ypanucma *€@y sosHocnt ronoc, [cnoBHo] gocTuraa Hea, 
πῆδο Hu3BepraeT [ero] BHU32?. 

AnonepMa “ΠΡ, dacTo |[Ha3bIBaemMas|] "“anogqomon", Bcera 
CTaBHTCA ΠΡῊ ΠΟΠΟΠΗΉΘΗΜΗ CoeqnHeHH [3HaKoB]°2. 


v 
/L8 00. XopeBma (_- ΞΑΠΗΟΒΙΒΑΠΆΟΡ Id ΟΟΡΑΞΟΒΔΗΜΗ MMeHHO 


TaKOTO MeJioca, [ΚΟΤΟΡΒΙΜΠ] ΠΟΠΟΟΘῊ KpyrooOpa3Ho Bpalllalo- 
wjemycs xopy?!, 


[SHak], Ha3bIBaeMbIM CHHarMon ΖΞ oObeqHHAeT οοδοῦ 
YeTbIPe ΜΗΤΕΡΒΆΠΡΗΒΙΧ 3HaKa, a ΜΗΟΙΓΠΆ UM ΤΡΗ22. 


[IcuducTonapakajlecmMa a o6pa3yeTcA Η3 NcHPucTOHA ἢ 


TlapaKaJIecMbl. 


TpomukonapakasiecMa x - 33 TPOMHKOHA HW Apyrou 
MapaKaJIecMBpI. 


TpomukocviHarMa δὰ - M3 ΤΡΟΜΗΚΟΗΔ Ηὶ CHHArMBI. 
TIcucbucrocuHarma ay - M3 NcudbucToHa MW CHHarbl°?. 


[luacma \ - [coenMHeHHe] H3 OBYX BapHu - [MCONb- 
3yeTca] 1A claBiMBaHHA HW cxKaTHA Tonoca>s. 


Bapua ἐφ ΠΟΘΤΟΗ C TAKECTbIO H C AKIICHTOM. OHa 


6naro3By4Ha, HO He BLICUMTHIBaeTCA””. 
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1.9. 


ΘΗΔΡΚΟΗΟ ΒΟΞΗΜΚΩΘΥ ΠΡῊ Hayate ΠΡΥΎΓΟΓῸ Πχοοᾶ, 


πο, ΘΟΥΠΆΘΗΟ [ΤΟΡΜΜΗΟΠΟΥΜΗΪ My3bIKaHTOB, ΠΡῊ 9ΗΔΠΠΆΓΗ Ὁ. 


ΞΘΜΗΦΟΗΟΗ Ke M3 ero Ha3BaHHA SICHO, UTO OH YKQ3bIBaCT 
[neHve] Βποηγοπόοοα, 1u60 τηχμῆ [ronoc]?’. 


QIMHUDTOPOH o603HayaeT NMONOBHHHYIO QTopy. 


Ilostomy e€ MOXHO MOKa3aTb yualllMMca He WHaye, Kak 
XHPOHOMHeH WM H300paxKeHHeM, XOTA OHH [TO ecTbh 3MMMOHOH 
Η 3MUMTOPOH]| ΟΟΠΆΠΘΙΟΤ NpAMBIM WeHcTBHeM, ΚΟΓΠΆ COrMmMacHhl 
CO CTpoKaMH. OaHakKO YacTO MOXHO BHJeTb APyryl CTpoKy ἢ 
pyrWe 3HakH JIH6O pat NOANMHHOrFO esa, M60 TONbKO padH 
KpacoTbl cTpoKH. Tlostomy 663 HHX Mbl MOXKeM NeTb, KOrAa 
CylecTByeT MpaAMadA cTpoKa COUHHeEHHMS, Kak B ΠΡΕΒΗΘΜ CTH- 
xHpape, ΚΟΤΟΡΡΙΜ MbI moem HU 663 [TakHx| 3HaKOB, CCAM Mbl 
o6HapyXHBaeM OYeHb ΤΡΥΠΗΥΙΟ CTpoKy. 
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ΚΟΜΜΘΗΤΆΡΜΗ 


1. AH ΟΟΥΔΗΟΒΗΠΟΗ͂ Ha BapHaHTe PS mo HecKOJIbKMM ΠΡΗ- 
quHaM. Bo-nepBbix, dpa3za “Kal φωνουργιῶν καὶ λήξεων" ΒΚΠΙΟ- 
yaeT B ce6OsA TepMHHbI, He paciipoctpaHeHHble B rpeyeckon 
TeOpHH. Bo-srToppix, HH φωνουργίαι, ΗΜ λήξεις He paccMaT- 
PHBaloTcA B TpakTaTe Kupyusna. Ero BHHMaHHe, cpequ mpoye- 
ro, COCpeNHOTOYeHO Ha Ξ9ΤΗΜΟΠΟΙΗΜ ΟΠΘΙΙΜΔΠΡΗΡΒΙΧ TepMHHOB, 
TO €CTb Ha TOM, 4To 3aduKcupoBaHo B PS: "kat ἐτυμολογίαν 
ἤχων te Kat φϑορῶν", I[papaa, B COUMHeEHHH HM CJIOBOM He 
yNOMHHaeTcaA O06 Ξ9ΤΗΜΟΠΟΙΜΗ Ha3sBaHHH UXOCOB HW caMoro 
TepMuHa “dTopa". OqHaKO B HEM ΠΟΠΡΟΟΗΟ obcyxaaeTca ΠΡΟ- 
WcxoxKTeHHe Ha3BaHHH ΟΟΠΒΙΠΗ͂Χ unocta3. [losTOMy HyKHO 
IIpH3HaTb, ἯΤΟ BO BCeCX H3BECTHBIX BAapMaHTaX 3aMiaBua ΟΟἿ- 
HeHHA| Kupruia MMeIOTCH HEKOTOpble pacXOXJCHMA C ero CO- 
jepxaHHveM. OxkoHyaTenbHO xKe 06 3TON mpobmemMe MOXHO by- 
eT CYMHTb TOKO Nocue o6HapyxXKeHHA AaBTorpada. 

2. Ilepemq HaMu - BHOBb CTpeMJIcHHe HHBeEMpOBaTb ΜΗΟΙΟ- 
3HAYHOCTb TEPMHHOB φωνή (3BYK, HHTepBasl, CTYMeHb, HMHTep- 
BAUIBHBIM 3HakK, Touloc) H ἄφωνος (6e33By4HbIM, Oe3bIHTep- 
BaIbHBIM). 

3. KaxkeTcs, 4TO PyKONUCHBbIe τὰ κατιόντα - ABHOe HeEqopa- 
3yMeHHe. JIeHcTBUTeIbHO, OTBET ὥσπερ καὶ τὰ κατιόντα Ha BOTI- 
ρος, KaK τὰ κατιόντα o6pa3yloT 12 dboHu Goslee ΘΜ cTpaHeH. B 
caMOM Π6Π6, 4TOOLI yYeHMKy Jlerue ObVIO OCBOHTb OTBCT Ha 
39TOT BOTIpOc, ecTecTBeHHO HalMOMHHTb e€MY O TOM, 4TO OH 
TOMbKO ἯΤΟ yxXe y3Han, KaK oOpa3yior 12 monn τὰ ἀνιόντα. 
JlormKa W3]IOKeHHHA MaTepHana, Wa WM caM MeTOA ero nosauH 
Tpe60BasIHW HallvcaTb B 93TOM MecTe τὰ ἀνιόντα. OgHako, 
3a6eraAd MBbICNeHHO Biiepeq HW ἨΆΧΟΠΠΟΡ yxKe NOX BIMAHHeEM 
cneylollero 3aTeM MepewicyeHHA ΗἩΜΟΧΟΠΒΙΗΜΧ 3HAKOB, aBTOp 
(uM ΚΤΟ-ΉΜΟΥΠΡ M3 NepelMHcaMKOB), WyMad yxe O HHCxo- 
HAUIMX HHTepBanax, HeEOCO3HAHHO ΟΤΟΤΥΠῊΠ OT 3a yMaHHoro 
miaHa. JlomycTun 1M STY OMMIOWIHHOCTA caM ΚΗρΡΗΠΠ Mapma- 
PHHCKMH WIM OAH M3 MepelIMCUMKOB ero COYMHEHMA, CTAaHeT 
acHOo Torma, Korma OyfeT OOHapyxXeH aBTorpad TpakratTa. 

Bo BCAKOM cylyyae τὰ κατιόντα BLITIADAT 3Π60} KpaliHe 
HeyMecTHO M A ΠΟΞΒΒΟΠΗΠ ceG6e 3AMeHUTh MX Ha τὰ ἁνιόντα. 
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4. ἘΠῚΘ ΟΠΜῊ ΟΤΓΟΠΟΟΟΚ NyTaHHLUbIl, Ha ΟΟΗΟΒΔΗΜΗ ΚΟΤοΟροΐ 
ΟΤΟΣΚΠΟΟΤΒΠΣΠΟΣ C€rHMeTCKHH ΠΔΡΡ H3 AMHacTHN ΠΤΟΠΟΜΕΕΒ ἡ 
ἈΠΘΚΟΔΗΠΡΗΜΟΚΗΜ yieHbidh Κπαβπμΐ [Itonemeit (CM. κομ- 
MeHTapHH 6 K π.47 06. PAHK 63). Bonee toro, KaK MbI ΒΜΠΗΜ, 
3Ne€Cb CMY MPHMNHChIBaeTCA Ake y4acTHe B CO32aHHA HOTHOH 
CHCTeMbI, NOABHBWeHcA cnycTt# 8-10 cTroneTHu Mocze ero 
CMepTH. 

ἯΤΟ ΚΘ KacaeTca# camoro "“HoTorpaduMyeckoro evcTBHA", 
NPHNHChIBAIOMerOcA Laplo-My3bIKaHTy, TO J1HGO0 OHO OMMCaHo 
KpaHHe HeEBpa3yMUTeNbHO, HOO MpocTo oTpaxaeT ΗΘΡΘΆΠΡΗΥΙΟ 
cHTyauHio. Kak cyenayeT 9383 TeKCTa, Wapb-My3bIKaHT ΟΟΞ3ΠΔΠ 
Hekoe cov¥eTaHHe 593 OKCHH, ΟΠΗΓΟΗΔ WU ΚΟΘΉΠΗΜΒΙ, KOTOpbIe 
BMeCTe ΠΆΙΟΤ BOCXOASIWMKM War Ha 4 (hoHH, UM Ha3zBal 3710 
“MnicwIM'. B 4YeM ΟΜΒΙΟΙ TaKOM Mapawienw MexAy ΟΥ̓ΜΜΟΐ 
3HAYCHHH HECKOJIBKMX 3HAKOB H ΗΠΟΡΜΠΗ7 [ὀρ ΟΜ 3ecb 
JBOWHOe AeMcTBHe OKCHM, O KOTOPOM MMLIeT aBTOp B CieLy- 
IOWUEM ΠΡΟΠΠΟΣΚΘΗΜΗ, HW Β YEM OHO 3akIHOYaeTCA? Kpome Toro, 
ΒΟΠΡ Havaich STOT "McTOpMyecKMH 3KcKypc” Cc JBOMHOM KCH- 
aumpbl. Ilouemy xe ΜΒΙῸΟΠΡ aBTOpa NepeMecTHacbh Ha KeEHAMMY? 

Bce 3To TpeOyeT AaibHehwWero OCMbICICHHA. 

5. KoneyHo, ἡ B PAMK 63, u B IEE - own6xa (tpia). 
TlostTomy HeoGxO2HMO NpHHsATb BapHaHT PS (δύο). B pesylb- 
TaTe ΠΡῊ MepesBose aHHyNHpOBaHO H_ IIPpPOTHBOTIOCTaABJICHHe 
("...pev... δὲ... ") MeXxAY pa3sIM4HbIMM ἩΜΟΠΆΜΜ. 

6. IIpu nepesBoge 1 Hcnonb30Ban O6a BapnaHta (PAK 638 
IEE, a Takxe PS), tak KaK OHH B38HMHO ΠΟΠΟΠΗΜΙΟΥ ΠΡΥΤ 
apyra. UMeHHO ΠΡῊ ux coyeTaHHH MoMyyaeTcs! ΠΟΠΗΡΙΜ HC- 
ἹΘΡΠΡΙΒΑΙΟΙΙΜΗ͂ OTBeET Ha ΠΟΟΤΑΒΠΘΗΗΒΙΠ BOMpoc. 

7. A TipekpacHo co3Halo, 4¥TO NepeBol φϑορικόν KaK "MOMY- 
NALMOHHBIN" MOXET BbI3BaATb MHOXKECTBO HapeKaHHH HW ΚΡΗΤΗ- 
ἼΘΟΚΗΧ 3aMeyaHMH. Ho BMectTe c TeM ΠΥΜΏΆΘΤΟΣΙ, ITO HMECHHO Ὁ 
TEePMHHOM HOBOEeBpOMelckoH MY3bIKH "“MOJLYJIAILMOHHBIM 
MOXHO XOTA Obl NpHOMM3HTeMbHO COMOCTABUTb BeCb MHOTO- 
ΓΡΔΗΗΒΙΜ CMBICJI, BKaIbIBaBLUHMCcA rpes’ecKHMU My3bIKaHTaMH 
B IipHaraTenbHoe φϑορικόν: MepexOAbl H3 OAHOTO MxoCca B 
Apyrou, a OTCIONa CNOXHOCTh M HEOGBIYNHOCTh ΠΑΠΟΤΟΗΔΠΡΗΟΗ͂ 
OpraHH3alMH MyYy3bIKAJIbHOrTO MaTepHana Μ, KaK CHeACTBHE, 
ΟΠΟΣΚΗΟΟΤΡ HW HEOOLIMHOCTh HHTOHAMMOHHOTO ABIWDKeHHA MesO- 
AMuYeCcKOH AJHHHNH. Tlostomy, NOHHMMAaSI BCH YCJIOBHOCTb Mapai- 
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JleneH Mex*KAY comepxKaHHeM ΚΩΤΟΓΟΡΗΜ, ΟΠΡΟΠΟΠΣΙΟΜΡΙΧ Kak 
φϑορικόν HW "MOXYISLMOHHbIM", ΒΟΞΗΜΚΙΠΗΜΜΗ B ΠΒΥΧ ρ3ΠπΠ55- 
HbIX MY3bIKQIbHbIX CHCTCMax, 53. BCe Ke He BHXKY ΠΡΥΤΟΓῸ 


CMeWMaJIbHOrO TEepMHHAa, KOTOPbIH OWKe NOAXOAMT NO CMBICITY 


K TpegqecKomy. 

ὃ. OTHMH JABYMS ΠΡΟΠΠΟΣΚΘΗΜΣΕΜῊ ABTOP XOTeJ] NOSCHHTb 
HOTOrpad@uyeckyW pasHnlly MexXAY ABYMS| BApHAHTAaMH HCHOINb- 
30BaHHWS! OMANIOHa: a) ΟΜΏΆΠΟΗ ΚΩΚ CAMOCTOSTCJIbHbIN 3HaK, 
pacnosiararoluviica Had WHTepBasIbHbIM, HU 6) OM@IOH Kak 
cocTaBHasv YacTb rpadpnyeckoro WH306paxKeHHA Apyron OobWoHK 
ἩΠΟΟΤΆΞΡΙ (AprOCHHTeETOH). 

9. KoHe4dHo, 3160» NMospa3syMeBaeTCA He CAMO MY3bIKaJIbHOe 
MCKyccTBO, a HOTOrpadus. Ho ana rpeyecKHXx WepKOBHbIxX My- 
3bIKQHTOB ΒΗ HOTAaLLMH He MbICIIMIOCb CAMO CYLUECTBOBAaHHe 
MY3bIKM. ΤῸ co BCeHM OTYCTIMBOCTLO MposBIAeTCA yxKe B 
caMOM Hauyase TpakTaTa Kupwaia, Korda 3agqaeTcA BOTIpoc: “v3 
CKOJIBKMX 3BY4YaUIHX 3HAKOB cOocTaBseTca My3bIKa? “ I[Ipu 
TAKOM ΠΟΠΧΟΠΟ OTOXRKMECTBIeCHHe HOTHOFO MHCbMa UH My3bI- 
KaJIbHOTO HCKYCCTBA ObINIO ΒΠΟΠΗΘ 34KOHOMEPHbIM. 

10. 3HaMeHaTesbHOe Npw3HaHHe! SHAYNT, yxKe B TepBor 
nonoBHHe XVIII Beka peamwMcTHYecKM MbICIALIMe TeOopeTHKH 
MY3bIKM OTHaBain ce6e ΠΟΠΗΡΙΪ OTYeT B TOM, YTO ApeBHAA 
XHPOHOMHS! HaBcerga yrpayeHa. 

11. Jjpyrumu cnopamu, Kupynn MapmMapukckui xopollo 
NOHMMaeT, YTO ΧΗΡΟΗΟΜΗΞ, ΜΟΠΟΠΡΒΟΒΩΒΙΠΏΞΟΣ B CTO ΒΡΟΜΣ, 
ABNACTCSA  pe3yNbTAaTOM ΠΠΗΤΟΠΡΗΟΜΠ Tpaanuun, cyluectT- 
BOBaBWIeH B cpese MOMECTHKOB ἢ ΠΡΟΤΟΠΟΔΠΤΟΒ HW NepesapaB- 
ΠΟ ΠΌΣΗ M3 NOKoNeHus! B ΠΟΚΟΠΕΉΜΘ. CoBpeplieHHO ecTecTBeH- 
HO, ἯΤΟ ΠΡῊ Tako CHTyalMH, Kora pellawulee 3HayeHHe 
IpHoOpeTain He ΤΟΠΡΚΟ METONbI KMKIOH OTICIbHOM MeByec- 
KOH WIKOJIbI, HO HW TBOpPYeCKaA UHAWMBHAYQIbHOCTb KaxkOFro 
MeJIypra-HacTaBHHka, TpyHO FOBOPHTb O COXpaHHOCTH ycTa- 
HOBOK BH3QaHTHHCKOMW XHpOHOMUH. HeoOxoaHMO y4YNTbIBaTb 
Takoxe HM gApyroe BaxkHoe OOcTosTenbcTBO. Bedb cama CyTb 
XHPOHOMHMH  Hepa3pbIBHO CBA3QHa CO CpeACTBAMH MY3bIKaIbHOM 
BbIPa3HTeMbHOOCTH, ΚΟΤΟΡΡΙΘ MOCTOAHHO U3MeHsIOTCH. A 3a 
ΤΡΗ͂ cTONeTHA, MpowenqwMe C MOMeHTa NageHHvs KoncTaHTH- 
HONOJA ΒΠΠῸῚΤΡ Fo 3NOxH ΚΗΡΗΠΠα, NOABMINCbh cepbe3Hble 
W3MCHEHHSI B MY3bIKQJIbBHOM si3bIKe. HM faxc ΠΡῊ OonblliomM 
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KENAHHH ObIIO MpOcTO HEBO3MOXHO COxXpaHHTb B HeTpoHytow 
Bue NOAIMHHYW BH3aHTHMCKYW XHPOHOMUW. 


12. KoneyHo, ἢ apopopa 3Π60}) NpoTMBOMOcTaBAAeTCA 0Π0- 
BECHOMY OMMCaHHWO, T2K Κακ XHPOHOMHYCCKME XKECTb] ΟἸΘῊΡ 
TPyAHO NepeAaTb cnoBaMu. Mx yooouee n300paxarTh. 

13. Kak nokaxeT nasIbHeflwee H3I0%xKeHHe counMHeHna Κι- 
pla, BCe 3aMMCTBOBaHHS, BCTpeyaloulvecs B ero TeKCcTe, 
B3ATbI HE Μ3 Tpakrara ManHywsia, a 9,3 Tpyaa Mepomonaxa 
Tappuuna. Ceiyac TPYHHO CKa3aTb, ΟΜ OObACHUTh 3TO Hejo- 
Pa3yMCHHe, COXpaHMBUIeecs BO BCeX H3BCCTHbIX MHE€ PpyYKO- 
ΠΗΟΗ͂Χ. 

14. Sty Φραϑν ΗΥ̓́ΚΗΟ ΠΟΗΜΜΆΤΡ B TOM ΟΜΡΙΟΠΘ, YTO BBICOT- 
HbIM YpOBeCHb MepBoro 3ByKa OGHApyxXHBaAeTCA “yCTAaMM" B pe- 
3yYIbTaTe HACTpOHKH (ἤχημα) Ha cooTBeECTBYKHOUIMM HXoc. 
ΜΉΡΙΜΗ CHOBAaMH, NOMCK 9TOTO 3ByKa ΟΟΥΙΠΘΟΤΒΠΉΘΤΟΗ B 
Mpoulecce HACTpOHKN, TOKO Nocse KoTOpoli, nO ObITOBABIUKM 
B NpodeccHOHaNbHOHW cpexe ΠΡΘΠΟΤΆΒΠΘΉΜΗΜ, HaYMHaeT Cop- 
ΜΗΡΟΒΆΤΡΟΣ Mxoc (cM., HampHMep, PAMK 63, 1.44 06). C 9τοΐ 
TOUKN 3pCHUS| HCOH MOXKET pacCMATPHBATLCH KaK 3HAK, YKA3bI- 
BAIOWMK Ha COXpaHeHHe BbICOThI 3ByKa, BO3HHKUIerO AKOOBI 
elle ΠῸ ΠΟΣΒΠΘΗΜΗ Mxoca. besycnoBHo, co cTporo HaydHOou 
TOUKH 3peHHA TaKoe TONKOBAHHE He BbIAepxKNBaeT ἩΜΚΆΚΟΝ 
ΚΡΗΤΗΚΗ. Beab caMa HacTpoiika (ἤχημα) sBAdeTCA KOHLCH- 
TpawweH XapakTepHbIX ΜΗΤΟΗΔΗΜΟΗΗΡΙΧ YepT ΟΟΟΤΒΟΊ- 
CcTBylolilero Hxoca. AMeHHO 6NarowapsA STOMY CBOeMY CBOMCTBY, 
Kaxklad 9,3 HaCTpoeK NOATOTABNMBaeT MeBYUX UM ΧΟΡ K Μ0Ποη- 
HEHMW MY3bIKaJIbHOFO Mpon3BeNeHHs B KOHKPeTHOM HXOce. 

15. [Ip nepepoge JaHHoro MecTa A OTOLIC OT 6yKBasIbHOTO 
CNe€OBaHHA 3a OOOpoTAaMM NepBOHCTOYHHKA, HOO B NpOTHBHOM 
cuJlyuae, MbICJIb, BLIDP@AKEHHAA ABTOPOM, OCTaIacb ObF 3aTyMa- 
HeEHHOH: "JiMnaAH He MMeeT APyroro AelcTBUS, CCM ΤΟΠΡΚΟ He 
AJL FOTO, .KOTAa BO3SHHKaeT MOBO. [ANA ΟΟΞΠΔΉΜ5] PHTMHKH 
Mevioca... " WT. π. 


16. Nourm 6ykpanbHast UMTaTa Μ3 counHeHHs Tappnuna (66, 
308-309): 
" Ἦ δὲ παρακλητικὴ παρακλητικὸν ποιεῖ τὸ μέλος καὶ 
ὡσπερεὶ δεόμενον". 
17. Sto σΒοδοπηβιῇ Mepecka3 σΟΟΤΒΕΤΟΤΒΥΙΙΙΘΙΟ cpparMeH- 
Τὰ TpakratTa [ὩΒΡΜΗΠὰ (66, 309-315): 
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"Kat ὥσπερ ὁ παρακαλῶν 
μετὰ ἀνειμένης καὶ κεκλασ- 
μένης ποιεῖται τὴν δέησιν 
φωνῆς, οὕτω καὶ ὁ τὴν παρα-- 
κλητικὴν καὶ τὸ παρακάλεσμα 
ψάλλων οὐ μετὰ σφοδροῦ τό- 
νοῦ δεῖ τὴν φωνὴν προφέρειν 
ἀλλὰ ἱλαρῶς. Καὶ τὸ ἕτερον 
παρακάλεσμά ἐστιν ἀλλοῖν᾽ 
διαφέρουσι δὲ μόνον τῷ τὸ 
παρακάλεσμα ἀργότερα κινεῖν 
τὴν φωνὴν, τὸ δὲ ἕτερον 
ταχύτερον. " 


"Tlon06HO = [NapakiMTHKH 
hevictByeT] MW Mapakaylecma: 
CHOBHO ΜΟΠΞΜΗ͂ BOSTallla- 
eT Mpocboy c BO3HOCALIMMCA 
Η ἨΔΠΠΟΜΠΘΗΗΡΙΜ TOsIOCOM. 
Tak ἢ TOT, KTO MoeT Mapa- 
KIMTHKy HW Mapakaylecmy, 
OJDXKeEH MpOW3BOAMTb 3By4a- 
ΗΜ He CHJIbHbIM TOHOM, a 
KpoTko. Jipyras Κ6 Mapaka- 
jlecMa ABIHeTCA WHHOK. [OGe 
MapakaslecMbl] OTAMYAaOTCH 
TOJIbKO TEM, YTO IPH NepBon 
MapakayecMe 3By4aHHe ΠΒΗ- 
*eTCH MelIeHHee, a ΠΡΗ 
ipyrow - ObicTpee”. 


HauasibHbih pa3qen 3sToro dparMeHtTa yxe ὙΠΟΜΜΗΔΆΠΟΣ ΠΟ 
pyromy nopogy (cm.: ΠΟΤ 43 Tpakrata Muxauna Bremugza"; 


KOMMeHTapuHH 10). 


18. HoBoe, noyTH ΠΟΟΠΟΒΗΟΘ 3aMMcTBOBaHHe 593 COUMHEHHA 
TappHnsa (66, 316): “ To δὲ κύλισμα οἱονεὶ κυλίει καὶ στρέφει 


τὰς φωνάς ". 


19. Eure ofHa yuMTatTa 43 TpakTaTa Tappuuna (66, 316-318): 
"Τὸ δὲ ἀντικενωκύλισμά ἔστι σύνϑετον ἔκ te τοῦ κυλίσματος καὶ 


τοῦ ἀντικενώματος". 


20. Ilepedbpa3upoBaHHoe BbIcKa3biBaHve Tappunsia (66, 318- 


319): "Βούλεται δὲ καὶ 
σχηματίζειν τὴν φωνήν". 


τοῦτο 


᾿ , 
ὑπόκλονον καὶ τρέμουσαν 


21. ΕἸΘ ΟΠΗΟ 3aMMCTBOBaHHe M3 COUMHEHUS TaBpuusia (66, 
320-322) Cc HeCKOJIbKO YIpOWeHHbIM OKOHYaHHEM, JpyrHM 


ΓΠΆΓΟΠΟΜ M ΠΡΗᾺΊΔΟΤΗΘΜ: 

"Τὸ δὲ ψηφιστὸν ἐτυμο-- 
λογεῖται ἀπὸ τοῦ ψηφίζειν καὶ 
ἀριϑμεῖν τίϑεμεν γὰρ τοῦτο 
ἔνϑα εἰσὶν αἱ φωναὶ κεχω-- 
ρισμέναι καὶ οὐχ ὁμοῦ λεγό- 
usvat ἀλλ ὥσπερ μεμετρη- 
μέναι". 


ΔΒ 3anaa N° 2443 


᾿Ἢδ3βδβημηθ. “ΠΟΗΦΜΟΤΟΗ" 
ΠΡΟΜΞΒΟΠΉΤΟΗ oT [ΓΠΆΙΟΠΟΒΪ 
"ποθ πο η" [cuntTaTb] ἡ 
"apHTMeHH™ [ΠΟ ΜΟΠΗ͂ΤΒΙ, HOO 
MbI yCTaHaBIMBaeM 6ΓῸ TaM, 
Te CYyWIECTBYIOT pa300lleH- 
Hbie WHTepBanbHble 3HaKkyH, 
ΠΟΙΟΙΠΗΘΟΙ͂ He NOApAA, a 
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CHOBHO lepecuntaHHble [no 
OTIe€IbHOcTH] ". 


(a ynoOcTBa 4HTaTenA A ΠΡΉΒΟΣΚΥ 9ΤΥ ΠΗΤΆΤΥ BTopHHo, 
cM.: ‘Jlucr m3 Tpakrata Muxanna Βπομμπα", KoMMeHTapuii 21). 

Takoe OlMcaHve BbI3bIBaeT accolmaliu c marcato. He cay- 
yaMHO XpHcTwaH XaHHuK HW Tepya Bonscbpam nepepenn "οὐχ 
ὁμοῦ λεγόμεναι" Kak "nicht verbunden gesungen werden", ἅ1Ὸ 
BIIOJHE COOTBETCTBYeT CMBICJIY, ΒΡΙΤΟΚΔΙΟΙΠΟΜΥ M3 TeKCTa. 

22. Emme ogHa ceHTeHIIMA M3 Tpaktata Tasppunna (66, 323- 
324): "To δὲ γοργὸν καὶ τὸ ἀργὸν αὐτόϑεν εἰσὶ δῆλα ἀπὸ τοῦ 
ὀνόματος". 

23. OTOT dparMeHT Ο cTaBpoce ΟΠΟΠΥΘῚ OTHECTH K TEM 
pasgqenaM COYMHeEHHA ΚΗΉΡΗΠΠΆ, KoTopbic OH CaM B Hayase 
TpakTaTa oO603HadM Kak "RonmonHeHHs’ K TekcTy Taspnusa 
(WIM, KaK oOWMO04UHO ykKa3aHO B pyKomNcax, - Manywia 
Xpueada). LevicTBuTeNbHO, 3Π60» Kup cTpeMvTca onvcaTh 
"HOTOTpadpHyeckylO JEATENbHOCTb' cTaBpoca, Tora Kak J aB- 
puun (66, 324-327) orpaHHuMBaeTcH B OCHOBHOM JIMIUb 
STUMOJIOTMHYECKHMH ΔΟΠΘΚΤΆΜΗ TepMHHa: 


"‘O δὲ σταυρὸς ἀπὸ τῆς " {HaspaHue] xe “cTaB- 
σχηματογραφίας: σταυρὸς yap Ροο'", [TO ecTb "KpecT’, προ- 
ἐστι καὶ ἀπὸ τῆς χειρονομίας᾽ ΒΌΟΧΟΠΗΤΙ oT ΦΟΡΜΡῚ Hayep- 
εὐλογεῖ γὰρ ὁ τοῦτον χειρο- TaHua {3Haka]. δο cTaBpoc 
νομῶν σταυροειδῶς- ἀπὸ τοῦ- BCTpeyaeTcad ἡ Β ΧΗΡΟΗΟΜΜΗ. 
τῶν ἔλαβε τὸ ὄνομα ἀλλὰ μὴν Beh TOT, KTO XHPOHOMHpyeT 
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[ero], OnarociaBIAeT KpecTo- 
o6pa3Ho. OT 9ΤΟΙΓῸ {3Hak] ἡ 
TlONyuH cBoe Ha3BaHNe. On- 
HakO, OH BO3HMKaeT HM WIA 
[yKa3aHusai Η|Δ] ππΠΗΤΟΠΡ- 
ΗΟΟΤΡ΄. 


- Vic ᾿ ᾽ " 
κεῖται καὶ δι ἄργιαν΄. 


24. IIpv ΟΠΜΟΔΗΉΜΗ ΟΜΆΠΟΗΔ ΚΗρΗΠΠ 3ΞΔΗΜΟΤΒΟΒΆΠ TOJIbKO 


NepBylo (pa3y σΟΟΤΒΟΤΟΤΒΥΟΙΠΘΙΟ MecTa TpakTaTa [ΔΒΡΗΜΗΠᾺ 
(66, 328-330): 


"To δὲ ὁμαλὸν λεῖον Kat 
ὁμαλὸν ποιεῖν δεῖ τὸ μέλος 
ἀλλὰ μὴ τραχὺ καὶ ἔντονον 
παρακδλεύετοιι τοῦτο γὰρ δη- 
λοῖ τὸ τοῦ ὁμαλοῦ ὄνομα". 


"ΟΜΩΔΠΟΗ ΠΟΙΠΣΚΘΗ ΠΡΟΜ5- 
ΒΟΠΗΤν ΓΠΆΠΚΗΝ ΜἩὶ ΡΟΒΗΒΙ 
MeJIOC, ΟΠΗΏΚΟ OH HE BBI3bI- 
BaeT OypHbIM Μη Halips- 
X9KCHHDIN [Menoc]. Tostomy 
OH HOCHT Ha3BaHHMe OMaro- 
Ha, {To ecTb "poBHoro’ ]. 


25. Bor CooTBeTcTBy1oulee MecTOo M3 TpakTaTa ΓΆΒΡΜΗΠα (68, 


331-335): 

"‘O ϑεματισμὸς ὁ ἔσω καὶ 
ὁ ἔξω ἀπὸ τῆς σχηματογραφίας 
ἔσχον τὴν ἐτυμολογίαν- ϑῆτα 
γὰρ στοιχεῖον ἐστιν ἑκάτερον᾽ 
καὶ διὰ ταύτης ἄγεται εὐϑείας, 
ἧς τὸ τέλος εἰ μὲν ἔσω κάμπτει 
ὁ ἔσω γίνεται ϑεματισμός, εἰ 
δὲ ἕξω ὁ ἔξω. Καὶ δηλοῖ ὁ ἔξω 
τρεῖς φωνὰς εἰπεῖν, ὁ δὲ ἔσω 
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“TemaTHcmMoc 3co H [Te- 
MaTHcMoc] 93KcO mony4aMM 
Ha3BaHHe OT PopMbI |[cBoero} 
HayepTaHHs, HOO 6yKBa "T3- 
Ta’ MpucyTcTByeT B KaxKOM 
[u3 ἨΗΧ] M Yepe3s Hee προ- 
BOJHTCH NpsMas1; ecJIM 
ee OKOHYaHHe 3arnbaeTcs 
BHYTpb, TO MomyyaeTcs TemMa- 
THCMOC 3CO, ΘΟΠῊ Ke HapyxKy 
- |TemaTucmMoc] 3Kco. Oue- 
BHOHO, 4TO [TeMaTHCMoc] 3K- 
CO YOBOPpHT O Tpex HHTep- 
BaIbHbIX 3HaKax, a [TeMaTH- 
CMOC]| 3CO - O πΒΥΧ΄. 


26. 3necb Κηρῆππ Takxe He BHOCHT HWYero HOBOrO ΠΟ 
ὈΡΑΒΗΘΗΨΙΟ C TeKcTOM Tappuwna (68, 336-338): 


we ει 


Ομοίως καὶ τὸ ϑὲς καὶ 
ὺ \ -ἢ ~ 3 4 PY f 
ἀπόϑες Svo ϑῆται εἰσὶν Exo- 

~ ~ > \ 
μεναι ὑπὸ μιᾶς γραμμῆς καὶ 
διὰ τοῦτο ϑὲς καὶ ἀπόϑες. 
Δηλοῖ γὰρ ϑέσιν τοιάνδε ποι- 
εἶν", 


᾿ΔΑΗΔΠΟΓΜῚΗΟ HM “Tec Ke 
amoTec", HMeIOWHH Be "T9- 
TLI', [coemwHeHHbie|] ofHOK 
muuMen. W3-3a sToro OH 
[Ha3sBaH] "Tec Ke = amotec”, 
H60 O4FeBHAHO, YTO OH CO3- 


maeT Takoe cOCHHHeHHE’. 


Boo6ule 2*e HEOOXOZHMO OTMETHTb, ITO TaKoe OObACHeHUHe 
Malo © 4EM FOBOPHT, HW, caMoe ΓΠΏΒΗΟΘ, He NMOHATHO, Kakoe 
OTHOIG HME K Ha3BaHHto ϑὲς καὶ ἀπόϑες (OyKBAIbHO: ᾿"ΠΟΠΟΣΚΗ͂ 
ἢ OTNOXKM") HMEIOT ABE “TSTbI", COCAMHEHHbIe OHOM JIMHNEH. 


48' γ΄. 


MoxHo fpegnonaraTb, YTO 3TOT 3HAK ΠΡΟΗΗΚ B ἨΟΤΆΠΜΙΟ 
M3 XHPpOHOMHH, Te OH Ob CBS3QH C ΚΟΟΤΆΜΗ, H306paxa- 
JOWMMH ἩΘΊΤΟ Moxoxee Ha rpaduky gyByx "Tet". He ucKnio- 
ἼΘΗΟ, ἯΤΟ HA3BAHHE 3HAKA ΒΟΞΗΜΚΠΟ B XHPOHOMHYECCKOM οδῃ- 
ΧΟΠΘ, ἃ BbIPAKeHHE “NONOKM UH OTNOXH ["TsTy"] " OTHOCHTOCcL 
K MBYM ΟΠΗΟΤΗΠΗΡΙΜ %KecTaM, HCMOJIHACMbIM HeECKONbKO UH- 
AMBHAyaIbHO (‘NoNoxkH HW ΟΥ̓ΠΟΣΚΗ"). Boobme 6 προμο- 
ΧΟΣΚΗΘΗΜΘ 3TOTO TepMHHA TpebyeT CaMOCTOATEJIbHOFO H3y- 
yeHHA. 

27. Cp. c ommcaHHeM KCHpoH ΚΠΏΟΜΡΙ 
ΓΆΒΡΜΗΠπα (68, 338-340; cm.: 
MMa, KOMMeHTapHi 17). 

Heo6OxohHMo TakKXKe OTMETHTb HeKOTOPOe OTCTYIIeHHe 
Κηρμππα Mapmapnuckoro oT Tpagnunu. Bru3aHTHHicKue ἢ 
NOCTBH3AHTHMCKMe TeOpeTHKH, YKA3bIBAS 34BMCHMOCTb ΜΟΆΠΥ 
Ha3BaHHe€M 3HAKA WH OCOGEHHOCTAMNM 3ByYYaHHH, KOTOpPble OH 
npefwnonaraeT, Bcerga ΠΗΟΔΠΗ He "τὴν ὑμνωδίαν οὕτω καλεῖται", 
ἃ "τὸ μὲλος καλεῖται οὕτω". Beab OA ἨΜΧ ΤΟΡΜΜΗΒΙ μὲλος ἡ 
ὑμνωδία OMUETBOPANN MOCTATOUHO pa3IMUHble (ΘΗΟΜΘΗΒΙ. 


28. TaBppnun (68, 341-342): 


M3 TpakTata 
"JiucT u3 Tpaktata Μηχαμπα Bnre- 


"To δὲ ἀργοσύνϑετον ἀργί-- 
αν μεγάλην ἐπιφέρει, τὸ γορ- 


"APrOCHHTe€TOH TIPMHOCHT 
GONbHIYIO MeJJIEHHOCTb, ἃ 


γοσύνϑετον δὲ τὸ ἐναντίον, FOproCcHHTCTOH - ΠΡΟΤΗΒΟ- 
δηλοῖ ταχύτητα γάρ". MIONOXKHOC, TO ΘΟΤΡ ObICTpo- 
"1 
Ty. 


29. Tappunn (68, 342-344): 


"To οὐράνισμα εἰς ὕψος 
αἴρει τὴν φωνὴν, εἶτα κατα- 
βιβάζει ταύτην᾽ καὶ διὰ τοῦτο 
οὐράνισμα". 


30. ΠΡΗ ΤΟΠΚΟΒΆΉΜΗ ΚΗΡΜΠΠΟΜ ἈΠΟΠΘΡΜΒΙ 


"YpaHHcMa BO3HOCHT fo- 
OC B BbICOTY, JH60 HH3Bep- 
TaeT efO BHH3; ΠΟΘΤΟΜΥ OHA 
[Ha3BaHa] ypaHHcMoH, [TO 
€CTb "HebecHon' |”. 


ΗΘΤΡΥΠΗΟ 


Υ̓ΒΗΠΟΤΡ HEKOTOPOe ΟΤΟΤΥΠΠΘΗΜΘ OT TekKcTa J'appunna (68, 344- 
346): 


"Τὸ δὲ ἀπόδερμα ἀπόδομα "Αποπθρμὰ ἈΘ “80ΤῪῸ 
μᾶλλον λέγεσϑαι ἔδει. Οἶμαι § Ha3sbiBanacb “anogoma”. A aAy- 
γὰρ καὶ τοὺς ἀρχαίους ott» Malo, ΤῸ ee TAK Ha3BaII 
ὀνομάζειν αὐτό. Εἰς yap ἀπο- ΠΡΕΒΗΜΘ, μῦο, no obuemy 
δόσεις τίϑεται τοῦτο ἀεὶ ἡ δ  ΟΟΘΡΙΚΗΟΒΘΗΜΙΟ, OHA ΒΟΘΓΠᾺ 
κοινὴ συνήϑεια". yCTaHaBIHBaeTcH ΠΡῊ OKOH- 


yaHuax [NMecHoneHHh| ". 

31. Tappnun (68, 347-70, 349): 

"Χόρευμα καὶ τούτου τὸ "XopepMa - 66. Ha3BaHve 
ὄνομα ἀπὸ τοῦ σχήματος Aap- Oepetca OT chopMbI, HOo oHa 
Bavetar στρέφεται γὰρ sig  3AKpy4HBaeTca Kpyro-o6pa3- 

. HO, KaK HeKHH ΧΟΡ, πηῦο 
BHOBb pacKpy4dHBaeTcs, πο- 
MOOHO TOMy, KaK eslaeT Ha 
pagocTax Kopudeh xopa". 


κύκλον ὥς τις χορός, sit αὖ- 
ϑις ἐπιστρέφει, ὥσπερ δῆτα 
ποιεῖ ὦ τοῦ χοροῦ κορυφαῖος 
ἐν ταῖς ϑυμηδίαις", 

32. Β 93TOM MecTe (CM. σοοτβοτοτβυο ῇ JIMCT Φοτο- 
penpotyKWHi) ΠΡΗΒΟΠΘῊ HeOOBIYHBI 3HaK CHHAarMbl “Ng, 
KOTOPbIM MOUTH WACHTMYeH HavepTaHHlO ΚΗΠΜΟΜΒΙ. ΤῸ TeM 
bolee CTPaHHO, 4YTO HECKONbKO paHee, Ha 1.6 06. cTpouka 5, 


ganeyaTAIe€Ha TpaqMuUWMOHHaA CMHarMa rg Tlostomy 51 ποοῦῃ- 
Tal BOSMOXHbIM ΒΟΠΡΟΚΗ PyKONHCH ΠΩΤΡ 3Π60}» ΟΟΙΠΕΠΡΜΗΞΤΟΘ 
W300paxeHWe ΟΜΗΏΓΜΒΙ. 

O cuHarme [αβρμμηπ (70, 361-363) numer cnenywlliee: 


"TO δὲ σύναγμα ἀπὸ τοῦ " [λ3ΒΔΗΜ6] xe CHHarmMa 
σύναγμα ἀπὸ τοῦ συνάγειν τὰς [ΠΡΟ3Ο1ΠΠ0Ὸ}] oT cCcBeqeHHA 
διαχωρισμένας φωνὰς τὰς te PASNMYHBIX BOCXODAMMX UH 
ἁνιούσας Kai κατιούσας εἰς  HHCXOMAIUMX ΜΗΤΘΡΒΆΠΡΗΡΙΧ 
ἔν", 3HaKOB B ΟΠΗΥ [ΗΘ ΒΜΘΗΗΥΙΟ 

rpymny] ". 

33. Y Tasppunna (70, 350-352) ΜΡΙ untaem: 

"TO δὲ παρακάλεσμα μετὰ “TlapakanecMa Cc TpoMH- 
τοῦ τρομικοῦ καὶ TO ψηφισ- ΚΟΗΟΜ HM ΠπομῴΦμοτοπδρακα- 
τοπαρακάλεσμα εἰσὶ σύνϑετα,  JIECMa ABIAIOTCS COCAMHEHH- 
τὸ μὲν ἐκ τρομικοῦ καὶ παρα- ΞΜΗ͂: OMHO - M3 ΤΡΟΜΗΚΟΗΔ Η 


καλέσματος". ΠΩΡΔΚΆΠΘΟΜΒΙ, ἃ ΠΡΥΤΟΘ - U3 
ncu@yvctoHa’ ἢ napaka- 
JICCMBI'. 
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OTHOCHTeIbHO Xe McHducTOCHHarMbl MH ΤΡΟΜΗΚΟΟΜΗΔΆΓΜΒΙ 
OH nMWeT (70, 366-368): 


"To δὲ ψῃηφιστοσύναγμα 
ἀπὸ τοῦ ψηφίζειν καὶ ovv— 
ayew εἷς τὴν σύνϑεσιν τὰς 
φωνάς. Καὶ τρομικοσύναγμα 
καὶ αὐτὸ ὁμοίως τρέμει καὶ 
συνάγει". 


34. Taspuun (70, 352-354): 

"Τὸ δὲ πίασμα γίνεται ἀπὸ 
τοῦ πιέζω “τὸ συνϑλίβω" πιέ-- 
ζειν γὰρ δεῖ καὶ συνϑλίβειν 
τὴν φωνήν". 


"[Ha3BpaHve] πομῷμ-οτο- 
CHHarMa ἱπΠΡΟΜΟΧΟΙΜῚΪ oT 
“HepecuntaTb" 4 "CBOIUTB" 
HHTepBayIbHLie 3HaKM B [ol- 
Ho] coequHeHnve. MW tTpomn- 
KOCHHarMa Takxe, MOO oOHa 
@HWVIOrMYHbIM OOpa30mM_ Tpe- 
MoJIMpyeT [ronoc] WM CBOAHT 
[3HakKM B OHO coeqnMHeHHe]". 


"|Ha3BaHve|] mMacMa προ- 
HCXOZMT or [rmarona] “mueg- 
30" - ClaBIMBaTb, M60 Tam, 
rye OHa CTABMTCH, Heobxo- 
MMMO CKMMAaTb UM CHaBIIMBaTb 


royioc". 


35. 3yecb TakKXKe MOKHO OGHApyXHTD HebombIoe "ΠΟΠΟΙ͂- 
HeHHe’, caenaHHoe ΚΗΡΜΠΠΟΜ kK Texkcty Faspuuna (70, 356- 


357): 
"“H δὲ βαρεῖα ἀπὸ τοῦ 
βαρέως καὶ μετὰ τόνου προ-- 


φέρειν τὴν φωνήν". 


"{Ha3BaHve] Bapua [mpo- 
MCXOMUT] OT "Ts>keTbIN" (Ba- 
pHc) M OHa ΠΡΟΜΞΒΟΠΗΤ 3ByK 
BMECTe C AKIICHTOM . 


36. HanoMHto, 4To ΠΟΙ TepMHHOM ἐναλλαγή ΠΟΗΜΜΆΠΟΝ 
Mpollecc Mepexoga 933 OMHOTO Mxoca B πρυγοΐ. Kak muuue}r 


Tappnun (86, 545-546): 

"Ἔχει γὰρ ψαλτικὴ καὶ 
τὰς λεγομένας φϑορὰς ὥσπερ 
σημεῖά τινα ἐναλλαγὴν δεικ-- 
νγύοντα τοῦ μέλους". 


“Tlepyeckoe MCKYCCTBO 
COMeCPKUT ἢ TaK Ha3bIBaeMbie 
@Topbl B KauyecTBe HeKHX 
3HAKOB, yKa3bIBalolulMx Μομγ- 
ΠΡΟ Mesloca”. 


B TOM Xe ΟΜΒΙΟΠ6 ToKyeT ἑναλλαγή MW Manyun Xpucad (48, 


218-220, 226 κ τ. a. ) 


OTHOCHTeIbHO xe SHapKcHca Taspuun (70, 358-360) nu- 


1Π61: 


"“H δὲ ἔναρξις τίθεται ὁ-- "ῬΗΔΡΚΟΗΟ γΟΤΑΗΔΒΠΗΒα- 
πόταν μετὰ συμπλήρωσιν μέ- ETCH, KOTMa ΠΡῊ 3. ΒΘΡΠΙΘΗΜῊ 
λους καὶ ἤχου τίϑεμεν ἔμπρο-- ΜΟΠΟΟΔ HM HWxXoOca MbI CTaBUM 
σϑεν φωνὴν ἄλλην καὶ ποι- [ero] nepea ApyTMMU HHTep- 


οὔῦμεν ὥσπερ ἄλλην ἀρχήν". BQWIbHbIMH Ξ3ΞΗΩΚΩΜΗ H Ο0Π08Ἐ- 
HO ΟΟΠΩΘΜ Apyroe Haiaio. 


Tlostomy [oH Ha3blBaeTcs| 
9HapkKcnc, [OYKBaJIbHO: "Ha- 
yao" |. 


\ ᾿ς ἢ 
37. 3HaK τὸ ἡμίφωνον He OOcyxKAAeTcA Β TpakTaTe [ΒρΡΗΜΠῶ. 
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Translation 


Fol.2 = An introduction into music by means of a question- and- 
answer dialogue (for pupils’ easier comprehension), which is [to 
consider] ascending and descending intervals, bodies and spirits, 
being both independent and in interrelations, in conjunctions 
and in combinations; [it is also] about functions and forms of 
the signs, usually called great, about the etymology of echoi and 
phthorai! and about something else inherent in them, created by 
me, Cyril of Marmara, the Bishop of Tinos. 

- What is the beginning, the middle, the end and the system 
of all signs of musical art? 

- The ison Ὁ..." 

- Can an interval be formed without it?@_ 

- No, it cannot [be formed]. 

- Is it called non-interval? ἃ... 

- Exactly so. 

Fol.2v. - Since it is non-interval, how can music have system due to Ἐς 
it? 

- Not because it is soundless. It sounds but is not measured 
[unlike the interval]. 

- What [sign] is chanted in every case of equality [with the 
preceding sound]? 

- The ison [15] 

- And in every case of raising? 

- The oligon [is] 

- And in every case of lowering? 

- The apostrophos [15] 

- How many sounding signs does music consist of? 

- Of 15 [signs]. 

- Tell us their names. 

- The ison @— the oligon — the oxeia / the petasthe e 


the kouphisma @ the pelaston Ὑ the dyo kentemata Νὰ the 
kentema ‘the hypsele £ the apostrophos > the dyo 


apostrophoi » the aporroe f the kratemohyporroon ly the 


elaphron ΚΝ the chamele ἃ, 


Fol. 3 - How many [groups] are there sounding signs divided into? 
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- Into two [groups]. 

- What are they? 

- They are the ascending and the descending. 

- How many ascending ones [are there}? 

- Without the ison, which [is] not among the measurable 
[signs], {there are] eight. 

- Tell me, what are the ascending [signs]? 

- The oligon — the oxeia / the petasthe 6. the kouphisma 


Ca the pelaston Y the dyo kentemata ΝᾺ the kentema \ and 


the hypsele ZL 

- How many [groups] are these eight ascending interval signs 
divided into? 

- Except the [dyo] kentema, into two [groups]. 

- What are they? 

- The bodies and the spirits. 

- How many descending [interval signs are there]? 

- Six. 

Ol.3y. - And how many [groups] are they divided into? 

- Into two [groups]. 

- What are they? 

- Without the aporroe [they are] the bodies and the spirits. 

- Among the descending interval signs, which are the bodies 
and which are the spirits? 

- The bodies are: the oligon — the oxeia / the petasthe 6. 


the kouphisma @% the pelaston Y The spirits are: the kentema 


\ and the hypsele “1 

- And among the descending [interval signs], which are the 
bodies and which are the spirits? 

- Among the descending [ones] the bodies are the 


apostrophos ) the dyo joint apostrophoi )) the 


kratemohyporroon ἀν 4 The spirits are the elaphron @\ and the 


chamele κὰκ 
- How many phonai do the signs, called ascending, make? 
ΠΑ 
- How can § [signas} make 12 phonar? 
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Fol.4 


- The bodies have one phone each, while the spirits have two 
[each]. For example. the oligon — [has] | [phone], the oxcia/ 
[has] 1, the petasthe 65 [has] 1, the kouphisma @ [has] 1, the 


pelaston Y [has] 1, the dyo kentemata ΝᾺ [has] 1, the ken- 


temaN [has] 2 and the hypsele £ [has] 4. 


- How many phonai do the descending signs make? 

- 12. 

- How? 

- Like the ascending fones]?, in other words, the apostro- 


phos) [has] 1 [phone], the dyo joint apostrophoi δ) {has] 1, the 
aporroe § [has] 2, the kratemolhyporroon ity [has] 2, the 


elaphron “\ [has] 2 and the chamele ΔΝ [has] 4. 

- What distinguishes the ascending spirits from the bodies? 

- The spirits guide and the bodies are guided by the ison and 
the ascending spirits. As to the descending bodies and spirits [it 
happens in the way] you can see in [the examples] given here: 


’ __ © eS a ae 
with the ison —-~ — €) GC» 
without intervals 


ions oe” 
with the hypsele 4 4 


VALOR VG © 
with the kentema 2 2 ᾿ Δ 


a διὰ 


with the descending [signs] 


— 


Fol.4v. - Why are the bodies [considered] first, and then the spirits? 
- Because soul is formed after a body has been created. For 
example, just as soul cannot do anything without a body, so the 
spirits without the bodies cannnot create any melos in the art of 
music. The hypsele is never placed by itself, [but} only in 


Z έ 


conjunction with the oligon 4 with the petasthe % with the 


£ < 

΄σ΄ , ι, : ᾿ : 
oxeia 4 with the pelaston 4 or in conjunction with the 

Z 

4. “ 

oligon 5 with the oxeia § with the petasthe ξ and with the 
Y 

pelaston δ 


The same refers to the kentema. But the kentema differs 
from the hypsele: the hypsele is placed before [and] above the 
next interval sign, or in the middle of it [and] above. The 
kentema [is placed] before, in the middle, after [and] below it. 


4 λέ 
2222 ἃ 22 δῖ 55 5 ς δ 8 


Besides, in the same way [a conjuction] of the bareia and the 


. \ 
elaphron NA is formed. 
- Why does the dyo kentemata belong neither to the bodies, 
nor to the spirits? 
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Fol.S - Because if the ancients gave it the name of a body owing 
to some lofty understanding of it, I [see it] differently, for the 
ascending bodies submit to the ison and the ascending spirits. 
The same [happens] with the descending bodies and spirits, 
[because] they also get a conjunction [with other signs] in the 
combination where they were placed. I do not call it [, that is, 
the dyo kentemata} a spirit, for it does not subordinate 
[anybody]. However, it is not a body either, for it does not 
submit to and does not get its own conjunction [with other _ 
signs]. Therefore we say only that it exists among the later 
|signs}. 

The Egyptian tsar and musician is said to have placed the 
oxeia above the kentema and the oligon below and to have 
called [it] hypsele, containing four phonai*. But I think that it 
happens because [the bodies] do not need the double action of 
the oxeia. For [the bodies] differ from the spirits only by having 
one phone. Therefore they are rather spirits than bodies and are 
never placed alone. 

- Tell us about the descending interval signs and about their | 
spirits. How many [of them] are bodies and how many are — 
spirits? | 


Fol.5v. - There are 2 bodies?: the apostrophos > the dyo 
apostrophoi δὲ and also two spirits - the elaphron /\ and the 


chamele \ 

- What is the difference between the bodies and the spirits? 

- The bodies are subordinate to the spirits so that they 
become soundless, while the spirits are not subordinate [to the | 
bodies] but keep their intervals as you see®: 


2 4 2 4 

- What kind [of signs] does the hyporroe f refer to ? 

- Neither to the bodies, nor to the spirits, it is a short 
movement out of the throat, melodiously and harmoniously 


creating the sound. Therefore melos is called so. I 
- How can it be used otherwise? 
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- In fact, when the piasma is added to it, you get the sign 


Vv ᾿ 
called seisma δ. Changes make modulation echos to 
distinguish it from the echos beside which it is placed’. 


- What is the kratemohyporroon ity 2 
- A conjunction of the kratema and the aporroe. 
- Is it subscript? 
Fol.6 - Of course, under the sign of homalon “9 If in a 
composition it is used alone by a master, it always has different 
effect depending on another sign. If you place [it] together with 


tT 
the homalon “7 you get the sign called argosyntheton® - 


- So, by means of this conjunction the art of music is 
completed? 9 

- Nothing of the kind. [There are conjuctions] with [other] 
signs as well. 

- Tell me, what is the number [of signs] and what are their 
names? 

- According to the ancients, [they are] more than 40, and 
according to us - only 40, such as, for example: the ison @— 
the diple 4/ the parakletike ~@— the kratema st the lygisma 


μ ἐν the kylisma ΚΜ the antikenokylisma ‘vy the tromikon 
ὧν the strepton VL the tromikosynagma ἢ the psephiston 2 


the psephistosynagma » the gorgon ¢~ the argon τ the 


stauros ἕ- the antikenoma “Ὁ the homalon 7 the 


thematismos - another [thematismos] exo ~ the epegerma 


Nw the parakalesma ᾷ another parakalesma ἃ... the xeron 


i 
klasma "Ww the argosyntheton "4 the gorgosyntheton “> 
Fol.6y. the apodoma Ὑπ the uranisma *@y the thes kai apothes ϑὦ 


the thema haplun 6% the choreuma ς- the tzakisma vy the 
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psephistoparakalesma & the tromikoparakalesma ἈΝ the 


ν 
plasma “i the seisma δ: the synagma rs the enarxis 3 


the bareia Xs the hemiphonon ZB and the hemiphthoron δ 


- Are [these] signs called only in such a way or otherwise 
too? 

- [They are also called] great hypostases and various manners 
of execution. 

- Do they have intervals? 

- No, only manners of execution. 

- How did the ancients use them? 

- Just as we do, except the cheironomia, which remained 
hidden from us!®, 

- But how can we chant without the cheironomia? 

- Those [people] had the practice and the theory of that 
cheironomia, while we can use only the practice preserved up to 
the present days by the teachers of musical art!!. 

- If you can, tell us about the function of each sign 
separately. 

-I cannot speak of them in words. If it were possible, the 
ancients would have spoken of them in words, but we |[can 
communicate them] only by means of showing them!2. But | 
give you some etymology [of the names of signs] taking the basis 
for it from the honourable Manuel Chrysaphes, and I shall give 
it partly with some addition and with some examples and 
explain [it] as best as I can!3. 

The ison @— has neither raising, nor lowering, but it retains 
equality [with the phonation] before which the echos!# has been 
formed with the help of the mouth. Then [the chanter] either 
raises {the sounds] by means of ascending, or lowers them by 
means of descending. In ascending the diple is likely to be 
preferable, and in descending the kratema is. 
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The diple “4” has no other function but to produce the 
rhythm of a melos, when it goes up at that. The kratema {έ.-. 
[functions] in a similar way but [with a melos] going down!?. 

The parakletike ~®. creates an _invocatory melos as if an 
entreating man [were chanting]!°. 


The  parakalesma ae [functions] like the one who is 


entreating in a broken voice; creating a supplicating hymnody, 
Fol.7v. he simultaneously chants it. He is to soften his voice and 
[execute] the melos in a gentle way. 
Another [paraklesma] ἃ.» is sometimes placed instead of 
{the first] parakalesma and more often than not for the sake of 
the quickness [of execution] in kratemata. When it is set in 
another place, it is quite different!’. 


The kylisma “᾿ς. rolls and twists the sounds!8. 


The antikenokylisma "ws is a conjunction of the kylisma and 
the antikenoma!?, 


With the tromikon ὃ. and the strepton ἦι the same manner 
lof execution] which makes the voice quiver and tremble, is 
used29, When two identical letters are chanted, the tromikon is 


placed near the first one, and the extrepton near the second 
one. 


[The name] "“psephiston" _/ comes [from the verbs] 
“psephizein" [" to count"] and “arithmein" ["to calculate"}. [This 
Sign is placed], when separate sounds are chanted, emitted not 
in succession [but separately]}2!. 

The gorgon €~ and the argon “@ seem to have originated 
from their names?22. 

Fol.8 The cruciform stauros creates its phonation in conjunction, 
for above four oligons one oxeia and one apostrophos are 
placed, or instead of them two stauroi are placed and [by this] 
the conjunction is completed. It, [that is, the stauros], is always 
placed in cases of ascending?>. 

The homalon 7 [is called so] because with the help of it a 
smooth and even melos is created?4. 
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The thematismos eso -@ and [the thematismos] exo are 
marked with a letter "theta", crossed in the middle by a line 
which, when it has a downward slope, forms the thematismos 


eso; if it [has] an upward [slope] it forms the thematismos exo, 
which is always set in the second plagal echoi2>. 


The thes kai apothes @& is two “thetas" linked by means of 


one parakletike and forming a conjunction {of signs]. Therefore, 
it was called “thes kai apothes"2°. 


The xeron klasma “ [15 called so] because of its accent, 


due to it the sound is executed roughly and quickly and 
[because of this] the hymnody is called so2’. 


i 
The argosyntheton % indicates the slow progress of the 


melos, and the gorgosyntheton }) shows its quick character®. 


The uranisma *€y elevates the voice [as if] reaching 
Heavens, or overthrows [it] down2?. 

The apoderma “¥ often [called] "apodoma”", is always placed 
when conjunctions [of signs]3° are executed. 


Fol.8v. The choreuma C5 was recorded for creating this very kind 
of melos, [which] is like a choir rotating in circular motion?'. 


[The sign], called synagma LZ. combines in itself four 
interval signs, and sometimes three. 


The psephistoparakalesma & is formed of the psephiston 


and the parakalesma. 


The tromikoparakalesma "ἢ [is formed] of the tromikon and 
another parakalesma. 


The tromikosynagma δ lis formed] of the tromikon and the 
synagma. 


The psephistosynagma ys [is formed] of the psephiston and 
the synagma??. | 
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The piasma \ - {a conjuction] of two bareiai - [is used] for 
compressing and constraining the voice*4. 


The bareia ae is chanted heavily and with accent. It is 
harmonious but not measurable*>. 


The enarxis arises at the beginning of another echos or, 


according to [the terminology] of musicians, in enallage’®. 


Fol.9 Τῆς hemiphonon J. It is clear from its name that its 


denotes [chanting] in an undertone or in a low [voicc]>”. 


The hemiphthoron J denotes the hemiphthora. Therefore 


it can not be shown to the pupils other than by means of 
cheironomia and representation, though they, [that is, the 
hemiphonon and the hemiphthoron], have direct effect when 
they are coordinated with lines. However, one can often see 
another line and other signs [fused] either for the sake of 
something which is really necessary, or just for the sake of the 
beauty of a line. Therefore we can chant without them, when 
there exists a straight line of a composition, as it was in an 
ancient sticheron which we chant without [such] signs, if we 
come across a very difficult line. 
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Comments 


1. I decided in favour of the variant PS for several reasons. 
Firstly, the phrase "Kai φωνουργιῶν καὶ λήξεων" contains the 
terms which were not typical of the Greek theory. Secondly, 
neither φωνουργίαι, nor λήξεις are considered in the treatise of 
Cyril. Among other things his attention is focused on the 
etymology of special terms, that is, on what is recorded in PS: 
"kat ἐτυμολογίαν ἤχων te Kal φϑορῶν". Though there is not a 
word about the etymology of the names of echoi and of the 
term "phthora" itself in the treatise, it contains a detailed 
discussion of the origin of the names of the great hypostases. 
Therefore it should be admitted, that in all variants of the title 
of Cyril's work, that are known to us, there is a certain 
discrepancy with its contents. To draw final conclusions about 
this problem will be possible only after the autograph of Cyril of 
Marmara has been discovered. 

2. We have here again an attempt to level the polysemantic 
character of the terms φωνή ("sound", “interval”, “degree”, 
“interval sign", “voice") and ἄφωνος (“soundiess”, "non-interval”). 

3. The manuscript τὰ κατιόντα seem to be the result of some 
misunderstanding. True, the question is: how τὰ κατιόντα form 
12 phonai. But the answer - ὥσπερ Kai τὰ κατιόντα" - iS more 
that strange. Indeed, it would be more natural to remind the 
pupil of what he has just learned, namely, how 12 phonai are 
formed by τὰ ἁνιόντα to make it easier for him to answer. The 
logic of rendering the material, as well as the very method of its 
presentation, required to write τὰ ἁνιόντα in that place. 
However, anticipating further narration and being under the 
influence of the succeeding enumeration of descending signs, 
the author (or one of the scribes), already thinking of 
descending intervals, unconsiously digressed from what he had 
planned before. Whether that false step was taken by Cyril of 
Marmara himself or by one of his scribes will become clear 
when the autograph of his treatise has been found. 

If anything, τὰ κατιόντα look rather irrelevant here and so I 
ventured to replace them by τὰ ἀνιόντα. 
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4. Another echo of the muddle according to which the 
Egyptian tsar of the Ptolemy dynasty was identified with the 
Alexandria scholar Claudius Ptolemaeus (see comment 6 to fol. 
47v. of RAIC 63). Moreover, as it seen here, he is even ascribed 
the participation in creating the system of notation which 
appeared 8-10 centuries after his death. 

As to the "notographic activity" ascribed to the tsar-musician, 
it was either improperly described, or simply reflects some 
unreal situation. As appears from the text, the tsar-musician 
created some combination of the oxeia, the oligon and the 
kentema, which together give one asending step by 4 phonai and 
called it “hypsele". What does this parallel between the total sum 
of values of various signs and the hypsele mean? What is that 
double effect of the oxeia which the author mentions in the 
succeeding sentence and why is it here at all? Moreover, the 
“historical excursus " had started with the dyo kentemata. Why 
did the author's thought switch over to the kentema? 

All this is still to be cleared up in future. 

5. No doubt, there is mistake (τρία) both in RAIC 63, and in 
IEE. Therefore the variant of PS (δύο) should be accepted. As a 
result, the contraposition ("... μὲν... δέ... ") between different 
numbers has been annulled in translation. 

6. In translation I used both variants (RA/JC 63 and IEE, as 
well as PS), for they are mutually complementary. It is their 
combination that helps to give the most exhaustive answer to the 
given question. 

7. I realize only too well that the translation of φϑορικόν as 
“modulation” (used as an adjective here) may give rise to 
unfavourable criticisms. But, at the same time, it seems that it is 
the term “modulation” of the New European music that can 
render, if approximately, the many-sided meaning which the 
Greek musicians read in the adjective φϑορικόν: translations 
from one echos into another, hence, the complicated and 
unusual character of the mode tonality organization of musical 
of material and, as a result, complicated and unusual character 
of the intonation movement of a melodic line. Therefore, 
realizing the conventional character of the parallels drawn 
between the meanings of categories defined as φϑορικόν and 
“modulation” which had appeared in two different musical 
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systems, I still do not see any other special term which would 
render the meaning of the Greek word better. 

8. By these two sentences the author wanted to elucidate the 
notographic difference between the two variants of using the 
homalon: a) the homalon as an independent signs, placed above 
an interval sign, and b) the homalon as a component of the 
graphic representation of another great hypostase (the 
argosyntheton). 

9. No doubt, not musical art as such, but musical notation is 
implied here. But the Greek church musicians did not conceive 
the very existence of music other than with notation. It is clearly 
seen a the very beginning of the treatise by Cyril of Marmara 
when a question is put: "How many sounding signs does music 
consist of? " When treated in such a way, the identification of 
notation with musical art would be quite natural. 

10. A most remarkable confession! It means that already in 
the first half of the XVIII century the most sensible music 
theoreticians realized only too well that the ancient cheironomia 
had been lost for good. 

11. In other words, Cyril of Marmara understood that the 
cheironomia which was in used in his days, was a result of the 
long-standing tradition, that had exised among domestikoi and 
protopsaltes and had been handed on from one generation to 
another. It is only natural that in such situation when not only 
the methods of every chanting school but the creative 
personality of every melourg-teacher were of great importance, 
it should have been next to impossible to preserve the principles 
of Byzantine cheironomia. Another circumstance, no _ less 
Significant, should be considered. The very essence of the 
cheironomia is inseparable from means of musical expressiveness 
that are constantly changing. And for the three centuries since 
the fall of Constantinople up to the time of Cyril musical 
language had undergone great changes. And even the greatest 
enthusiasm could not have helped to preserve the original 
Byzantine cheitronomia unchanged. 

12 Undoubtedly, ἡ προφορά is contrasted here with the verbal 
description, since cheironomic gestures are difficult to describe 
verbally. It is more convenient to show them. 

13. According to the further exposition of Cyril's treatise, all 
adoptions in his text are not from the treatise by Manuel 
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Chrysaphes but from the work of Gabriel Hieromonachos. At 
present it is difficult to explain this misunderstanding which can 
be found in all the manuscripts I know of. 


14. This phrase means that the pitch level of the first sound is 
discovered “by the mouth" as a result of tuning Ὥχημα by a 
certain echos. In other words, this sound is being searched for in 
the process of turning, only after which, according to the views 
of professional musicians of that time, the echos starts to be 
formed (see, for example, RA/C 63, fol.44 v. ) From this 
standpoints the ison can be considered a sign denoting that the 
pitch level of the sound, having arisen before the echos itself, is 
retained. 

From purely scientific standpoint such interpretation can 
hardly stand up to any criticism. For the tuning itself (ἤχημαλ) is 
a concentration of the specific intonation features of a certain 
echos. It is due to this feature that each of the tunings prepares 
the chanters and the choir for the execution of a music piece in 
a certain echos. 


15. Translation this place I digressed from rendering the turns 
of speech in the original literally, for otherwise the idea of the 
author would have been expressed too vaguely: "The diple has 
no other function if not only on the occasion [of creating] the 
rhythm of the melos... " etc. 


16. An almost exact quotation from Gabriel's work (66, 308- 
309): “ Ἢ δὲ παρακλητικὴ παρακλητικὸν ποιεῖ τὸ μέλος καὶ 
ὡσπερεὶ δεόμενον". 


17. This is a free exposition of the corresponding fragment 
from Gabriel's treatise (66, 309-315): 
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"Kai ὥσπερ ὁ παρακαλῶν 
μετὰ ἀνειμένης καὶ κεκλασ-- 
μένης ποιεῖται τὴν δέησιν ~o- 
νῆς, οὕτω καὶ ὁ τὴν παρακλη-- 
τικὴν καὶ τὸ παρακάλεσμα 
ψάλλων οὐ μετὰ σφοδροῦ τό-- 
νοῦ δεῖ τὴν φωνὴν προφέρειν 
ἀλλὰ ἱλαρῶς. Καὶ τὸ ἕτερον 
παρακάλεσμά ἔστιν ἀλλοῖν᾽ 
διαφέρουσι δὲ μόνον τῷ τὸ 
παρακάλεσμα, ἀργότερα κινεῖν 
τὴν φωνὴν, τὸ δὲ ἕτερον 
ταχύτερον. " 


"Just as [the parakletike 
functions}, so does the para- 
kalesma: as if a praying man 
were uttering his supplication 
in a rising and broken voice. 
So should the one, who 
chants the parakletike and the 
parakalesma, make sounds 
not in a powerful tone, but 
gently. The other parakalesma 
is different. [Both parakales- 
mata} have but one diffe- 
rence: when the first paraka- 
lesma [is chanted], the soun- 
ding moves slower, and when 
the second one [is chanted] it 
moves farster”. 


The beginning of this fragment has already been mentioned 


regarding»another problem (see: 
'; comment 10). 


Michael Blemydes' 


"A Folio from the Treatise by 


18. A new, almost literal borrowing from Gabriel's work (66, 
316): "To δὲ κύλισμα οἱονεὶ κυλίει καὶ στρέφει τὰς φωνάς " 

19. Another quotation from Gabriel's treatise (66, 316-318): 
"Τὸ δὲ ἀντικενωκύλισμά ἐστι σύνϑετον ἐκ τε τοῦ κυλίσματος Kal 


“9 ' 
TOD ἀντικενωματος". 


20. A paraphrased statement of Gabriel (66, 318-319): 


a ? ᾿ 4 ,«“ ς f ἣ ; 
Βούλεται δὲ καὶ τοῦτο ὑπόκλονον καὶ τρέμουσαν σχηματίζειν 


τὴν φωνὴν 


21. Another borrowing from the work of Gabriel (66, 320- 
322) with an ending somewhat simplified, a different verb and a 


different participle: 

"To δὲ ψηφιστὸν ἐτυμολο-- 
γεῖται ἀπὸ τοῦ ψηφίζειν καὶ 
ἀριϑμεῖν᾽ τίϑεμεν γὰρ τοῦτο 
ἔνϑα εἰσὶν αἱ φωναὶ κεχωρισ-- 
μέναι καὶ οὐχ ὁμοῦ λεγόμεναι 
ἀλλ᾽ ὦσπερ μεμετρημέναι". 


" The name "psephiston" is 
derived from [the verbs] "pse- 
phizein" ["to count") and 
"arithmein" ["“to calculate], 


for we place it where separate 
interval signs exist, which are 
chanted not in succcesion, 


but as if counted [separately]" 

(For convenience I give this citation again, see: " A Folio from 
the Treatise by Michael Blemydes", comment 21). 

Such description gives rise to associations with marcato. It is 

no mere coincidence that Christian Channik and Gerda 


Wolfram translated "οὐχ ὁμοῦ λεγόμεναι " as "nicht verbunden 
gesungen werden", wich corresponds completely with the 
meaning it has in the text. 

22. Another maxim from Gabriel's treatise (66, 323-324): "To 
δὲ γοργὸν καὶ τὸ ἀργὸν αὐτόϑεν εἰσὶ δῆλα ἀπὸ τοῦ ὀνόματος". 

23. This fragment about the stauros should be referred to 
those sections of Cyril's work, which at the beginning of the 
treatise he himself defined as "the additions” to Gabriel's text (or 
to the text of Manuel Chrysaphes, as is erroneously stated in 
manuscripts). Indeed, here Cyril tries to describe "the 
notographic functioning’ of the stauros, whereas Gabriel (66, 
324-327) confines himself to giving the ethymological aspects of 
the term only: 


“Ὁ δὲ σταυρὸς ἀπὸ τῆς "(The name] “stauros", 
σχηματογραφίας᾽ σταυρὸς yap [that is, "a cross" comes] from 
ἐστι καὶ ἀπὸ τῆς χειρονομίας — the outlines [of the sign]. For 


the strauros can be found in 
the cheironomia too. For he 
who cheironomizes [it], bles- 
ses in a cruciform way. Due 
to this [the sign] got its name. 
However, it arises for [indi- 
cating] duration as well". 

24. Describing the homalon Cyril borrowed only the first 
phrase from the corresponding place in Gabriel's treatise (66, 
32 - 330): 

"Τὸ δὲ ὁμαλὸν λεῖον καὶ "The hoimalon should pro- 
ὁμαλὸν ποιεῖν δεῖ τὸ μέλος duce a smooth and even me- 
ἀλλὰ μὴ τραχὺ Kal #vtovov los, though it does not cause 


παρακελεύεται τοῦτο γὰρ δη- 8. Violent and strained [me- 
λοῖ τὸ τοῦ ὁμαλοῦ ὄνομα". los}. Owing to this it bears the 


name of homalon, [that is, 
"“smooth"}. 


εὐλογεῖ yap ὁ τοῦτον χειρο- 
νομῶν σταυροειδῶς ἀπὸ τοῦ- 

» \ Wor 3 4 ' 
τῶν ἔλαβε TO ὄνομα ἄλλα μὴν 
κεῖται καὶ δι ἀργίαν". 


25. Here is the place in question from Gabriel's treatise (68, 


331-335): 

"Ὁ ϑεματισμὸς ὁ ἔσω καὶ 
ὁ ἔξω ἀπὸ τῆς σχηματογραφίας 
ἔσχον τὴν ἑτυμολογίαν: ϑῆτα 
γὰρ στοιχεῖον ἔστιν ἑκάτερον᾽ 
καὶ διὰ ταύτης ἄγεται εὐϑείας, 


"The thematismos eso and 
[the thematismos] exo got 
their names from [their] out- 
lines, for the letter "theta" is 
present in either [of them] 


and through it a straight line 


~ 4 f a ‘ " f 
ἧς TO τέλος EL HEV ἔσω κάμπτει : a. 
. is drawn; if its end curves 


δὰ Me ye ee eee + inward, you get the thema- 
EFM O EEO. Καὶ δηλοῖ ὁ E€&o ἸΆΣΩΝ 

τρεῖς φωνὰς εἰπεῖν, ὁ δὲ ἔσω “eng ‘Sai if {it a “ὧν 
δύκ»" wards, it is [the thematismos] 

»: exo. It is obvious that [the 

thematismos] exo speaks of 
three interval signs, and [the 
thematismos] eso of two. " 

26. Here Cyril does not introduce anything new either in 
comparison with Gabriel's text (68, 336-338): 

" Ὁμοίως καὶ τὸ ϑὲς καὶ "The same is with "the thes 
ἀπόϑες δύο ϑῆται εἰσὶν ἐχό- Kai apothes", which has two 
μεναι ὑπὸ μιᾶς γραμμῆς Kai _‘thetai" [linked] with a line. 
διὰ τοῦτο ϑὲς καὶ GndSec. Owing to this it [is called] 
Δηλοῖ yap ϑέσιν τοιάνδε ποι-- “thes kai apothes", for it is 
sity". obvious that it creates such a 

link. " 

In fact, it should be noted that such explanation does not 
seem to clear up anything and, what is more, it still remains 
unclear what the two "thetai", linked with a line, have to do with 
the name ϑὲς καὶ ἀπόϑες (literally: "Put and set aside"). 

We may assume that this sign penetrated into notation system 
from the cheironomia, where it had been connected with 
gestures, representing something like the graphic shape of two 
“theta”. It is not improbable that the name of the sign had arisen 
in cheironomical practice, and the expression "Put and set aside" 
[a "theta"] referred to the two gestures of the same type, which 
were executed in somewhat individual manner ("Put and set 
aside"). If anything, the origin of this term should be studied 
separately. 


776 


27, Compare with the description of the xeron klasma from 
Gabriel's treatise (68, 338-340; see: "A Folio from the Treatise 
by Michael Blemydes”, comment 17). 

A certain digression from traditions by Cyril of Marmara 
should be also noted here. Byzantine and Post-Byzantine 
theoreticians, pointing out the dependence of the name of a sign 
on the specific features of its phonation which the sign denoted, 
always wrote not "τὴν ὑμνωδίαν οὕτω καλεῖται", but "τὸ μέλος 
καλεῖται οὕτω". For them the terms μέλος and ὑμνωδία 


embodied the phenomena failry different. 


28. Gabriel (68, 341-342): 

"TO δὲ ἀργοσύνϑετον ap- 
γίαν μεγάλην ἐπιφέρει, TO γορ- 
γοσύνϑετον δὲ τὸ ἐναντίον, 
δηλοῖ ταχύτητα γάρ". 

29. Gabriel (68, 342-344): 

"Τὸ οὐράνισμα sic ὕψος 
αἴρει τὴν φωνὴν, εἴτα κατα- 
βιβάζει ταύτην: καὶ διὰ τοῦτο 
οὐράνισμα". 


30. In Cyril's interpretation 
digression from Gabriel's text (68, 


"To δὲ ἀπόδερμα ἀπόδομα 
μᾶλλον λέγεσϑαι ἔδει. Οἰμαι 
γὰρ καὶ τοὺς ἀρχαίους οὕτω 
ὀνομάζειν αὐτό. Εἰς γὰρ ἀπο-- 
δόσεις τίϑεται τοῦτο ἀεὶ ἡ δὲ 
κοινὴ συνήϑεια". 


31. Gabriel (68, 347-70, 349): 


"Χόρευμα καὶ τούτου τὸ 
ὄνομα ἀπὸ τοῦ σχήματος λαμ-- 
Bavetat στρέφεται γὰρ εἰς 
κύκλον ὥς τις χορός, εἴτ αὖ- 
ϑις ἐπιστρέφει, ὥσπερ δῆτα 
ποιεῖ ὁ τοῦ χοροῦ κορυφαῖος 
ἐν ταῖς ϑυμηδίαις". 


"The argosyntheton gives 
greater slowness, while the 
gorgosyntheton [gives] the 
opposite, that is, quickness”. 


"The uranisma raises the 
voice high, or overthrows it 
down; therefore it [is called] 
uranisma, [that is, “heaven- 
ly"]. 
of the apoderma a certain 
344-346) can be noted easily: 

“The apoderma was often 
called “apodoma". I think it 
was named so by the an- 
cients, for according to the 
common habit it is always 
placed at the end [of chants]". 


“The choreuma - its name 
is derived from its form, since 
it either twists in a circular 
way, like a choir, or untwists 
again, just as the coryphaeus 
of a choir does in his joy. " 
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32. In this place (see the corresponding page of photocopies) 
a rather unusual sign of the synagma rs is given, which is 
almost identical to the shape of the kylisma. It is strange, the 


more so that a traditional sign of the synagma of is recorded 


above, on line 5 of fol.6v. So I thought it possible to use the 
generally accepted shape of the synagma here regardless of the 
manuscript. 

Gabriel (70, 361-363) writes the following about the synagma: 


"To δὲ σύναγμα ἀπὸ τοῦ "[The name]  “synagma" 
σύναγμα ἀπὸ τοῦ συνάγειν τὰς [comes] from bringing the 
διαχωρισμένας φωνὰς τὰς τε ascending and the descending 
ἁνιούσας καὶ κατιούσας εἷς interval signs together into 
ἔν" one [neumatic group] ". 

33. We read in Gabriel's work (70, 350-352): 

"To δὲ παρακάλεσμα μετὰ "The parakalesma with the 
τοῦ τρομικοῦ καὶ TO ψηφισ-- tromikon and the _ psephisto- 
τοπαρακάλεσμα εἰσὶ σύνϑετα, parakalesma are conjunctions: 
TO μὲν ἐκ τρομικοῦ Kal παρα- one [consists] of the tromicon 
καλέσματος". and the parakalesma, and the 


other [consists] of the pse- 

phiston and the parakalesma.” 

As to the psephistosynagma and the tromikosynagma, he 
writes (70, 366-368): 


"To δὲ ψηφιστοσύναγμα "{[The name] "“psephisto- 
ἀπὸ τοῦ ψηφίζειν καὶ συν- synagma” [comes] from [the 
ayew εἰς τὴν σύνϑεσιν τὰς verbs] “to recount" and "to 
φωνάς. Kai τρομικοσύναγμα bring together" interval signs 
καὶ αὐτὸ ὁμοίως τρέμει καὶ into lone} conjunction. And 
συνάγει". the tromikosynagma also, for 


it tremolates [the voice] and 
bring [the signs together into 
one conjunction] in a similar 


1 


way’. 
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34. Gabriel (70, 352-354): 

"TO δὲ πίασμα γίνεται ἀπὸ 
τοῦ πιέζω "τὸ συνϑλίβω"- πιέ- 
Cew γὰρ δεῖ καὶ συνϑλίβειν 
τὴν φωνήν". 


"(The name] "piasma” co- 
mes from {the verb] "piezo" 
{which means] “to squeeze", 
for where it is placed, it 1s 
necessary to constrain and 
supress the voice". 


35. Here we can also find a small "addition" to Gabriel's text 


(70, 356-357), made by Cyril: 

“ Ἢ δὲ βαρεῖα ἀπὸ τοῦ 
βαρέως καὶ μετὰ τόνου προ-- 
φέρειν τὴν φωνήν". 


" {The name] “bareia" [co- 
mes] from [the adjective| 
"heavy" (barys) and it pro- 
duces the sound together with 
accent”. 


36. I shall remind here that the term ἐναλλαγή denoted the 
process of transition of one echos into another. As Gabriel 


writes (86, 545-546): 

"Ἔχει yap ψαλτικὴ καὶ 
τὰς λεγομένας φϑορὰς ὥσπερ 
σημεῖά τινὰ ἐναλλαγὴν 
δεικνύοντα τοῦ μέλους". 

Manuel Chrysaphes (48, 
ἐναλλαγή in the same way. 


218-220, 226 etc) 


"The art of chanting also 
contains the so-called 
phthorai as signs, indicating 
the modulation of a melos”. 


interpretes 


As to the enarxis, Gabriel (70, 358-360) writes: 


"“H 6& éevapEic tiOetar 
ὁπόταν μετὰ συμπλήρωσιν μέ-- 
λοὺς καὶ ἤχου τίϑεμεν ἔμ- 
προσϑὲεν φωνὴν ἄλλην καὶ 
ποιοῦμεν ὥσπερ ἄλλην ἀρχήν". 


37. The sign τὸ ἡμίφωνον 
treatise. 


"The enarxis is set when, 
completing the melos an the 
echos, we set [it] before other 
interval signs as if we created 
another beginning. Therefore 
fit is called] enarxis [literally: 
"beginning |. 


is not considered in Gabriel's 
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b. Katayor MeJlyproB 


BHayasle HeEOOXOHHMO OTMETHTb, YTO COCTaBIICHHe CMHCKOB 
MeJIYproB Ha MpOTSKeHHH JNMTeNbHOTO BPDeMeHH Mpeg- 
CTaBIANIO COOOK OAMH W3 ΟΠΟΟΟΟΟΒ H3y4eHHA MCTOPHH ΜΥ351- 
ΚΗ. Beb B pacnops>KeHHH Tex, KTO CTpeMHJICA NO3HAaTb ΠΡΟΙΠ- 
ΠΟΘ WepKOBHOH MY3bIKH, ObIIM B OCHOBHOM TOJIbKO MHOTFO- 
YHMCNCHHbIe PyKOMMCH, cosepxXalllHe, B ΠΥΠΠΟΜ Ciydae, MecHo- 
MNeHHA HM MMeHa Meyypros. Becb 3ToT OOLIMPHbIM MaTepHali 
TpeOoBal Mpexye Bcero CHcTeMaTH3alMH. OcylilecTBHTb Torga 
TaKkylO CHCTEMaTH3al[MlIO B XPOHOJIOIMYeCKOM NopsmKe ObIMNO 
ipakTH4¥ecKH HEBO3MOXHO, TaK ΚΩΚ He CYLIIECTBOBAIO JaHHbIX 
O BpeMeHH XKM3HH aOcONIOTHOrO GOJLUIMHCTBaA ABTOPOB MY3bI- 
KH. ΠΟρΡΟΠΑΒΑΒΙΠΜΘΟΣ xe MpeqaHusA O Tex WIM MHbIX Meslyprax 
ΠΆΠΘΚΟ He BCerja ΠΟΟΤΟΒΘΡΗΒΙ. UTO xe KacaeTcA Ooyee OCHO- 
BaTeJIbHOTO HAayFHOrO OCBOCHHA MCTOYHHKOB, CBA38HHOTO Cc 
COMOCTaBJIGHHEM pellepTyapa KOJe€KCOB, HallHcaHHbIx B pa3Hble 
BPeMeHa, MW BbIABJICHHEM XOTA ObI ΠΡΗΟΠΗΞΗΤΕΠΡΗΡΒΙΧ MeEPHOAOB 
*KH3HUW HW ACATCJIbHOCTH MEeJIYProB, TO 3TO ObIJI JJIMTeJIbHbIM ΜΗ 
KpaMHe TpyHOC€MKMH mMpollecc, He BbI3bIBaBIUIMM ocoboro 
SHTy3Ha3Ma. BoT Torja-TO HW ΠΟΞΒΗΠΗΟΡ OMbITbI, B OCHOBE KO- 
TOPbIX ΟΡΙΠῊ MepeuMcNeHMA MeJIYPYOB B AidaBHTHOM MOpsAAKe. 

ΤΟ ObLI ΟΠ (3 AOCTaTOUHO AOCTYMHbIX CNOcOGOB cHcTe- 
MaTH3alWMM MaTepHasia, HHOTMa BKOUaBLIHH B ccOs πο Mpee- 
Jia CKylible ΟΒΟΠΘΗΜΗ O HeEKOTOPbIX MeJIyprax - Te CBeJeHHA, 
KOTOpble ObLUIM 3ac:pWKCHPOBaHbI B pa3yIM4HbIX PYKOTIMCAX: 
Me€CTO pOXHCHHA ΤΟΙῸ WIK MHOrFO MY3bIKAaHTa WIM MeCTO 6ΓῸ 
N€ATeCNIbHOCTH, ero AYXOBHOe 3BaHHe HT. A. Takum o6pa3om, 
ἈΠΦΑΒΗΤΗΔῚ ΚΑΥΔΠΟΓΜΞΔΗΜΗ aBTOPOB MY3bIKH cCTajla Φορμοΐ 
cOopa WH CHcTeMaTH3auwHH MHdopmMamnn. Wx coctaBuTrenM He 
OrpaHH4MBaloTcA ΟΥ̓ΧΗΜ aidaBHTHbIM MepeyHcIeHHeM MeJIyp- 
FOB, ἃ B HEKOTOPBbIX CAyyanx COOOMMAIT H3BECTHbIC HM OTACJIb- 
HbI¢ HaHHbIC O TOM ΜΠῊ HHOM MY3bIKaHTe: ἹΒΡΗ͂Μ YAYCHHKOM OH 
Ob, KaKy¥O JOJDKHOCTb 3aHUMAaII MT. 0. Oco6bo cnenyeT oTMe- 
THTb peMapKW Kupyina MapmMapHHcKoro, B KOTOpbIX 34 Π6}87- 
JIGHbI ΘΙῸ JIMMHbIC KOHTAKTHI. Tak, ΠΡῊ ὙΠΟΜΜΗΔΗΜΗ [laHano- 
Tuca Xanaq30riy OH ΗΜΚΟΙΠΆ He 3a0bIBaeT MOAYEPKHYTb - 
"Halll YIHTeJIb", a Nepe4YHCAA HEKOTOPbIX APyrHX CBOHX COBpe- 
MCHHHKOB, OH OON3aTeEJIbHO TOOaBIAeT M60 "HbIHCLUHHH JlaM- 


τ» i 


6banapun", mu60 “y4deHHK ΗΡΙΗΘΙΠΗΘΙῸ npotorcaita’. Bce 3To 
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co3qaeT TakylO aTMocdepy, ΠΡῊ KOTOpOH TOT, KTO YHTaeT KaTa- 
ΠΟΓ, MOCTOAHHO OlilyiaeT MpHcyTcTBHe ero coctaBuTena. Ecam 
ObI MBI He 3H@JIM, KTO Obi cO3qaTesIeM KaTajiora, TO, aHaJiv- 
ΞΗΡΥΗ TakKHe peMapKH, ΜΟΙΓΠῊ ObI yCTaHOBHTb BpeMA, KOra OH 
Obl ΗΔΠΙΗΟΔΗ. 

Ceiiyac Tpy0HO Cc ΠΟΠΗΟΪ yBepeHHOCTblO yTBeEpKLaTb, ObLI 
ΠΗ KaTayior ΜΕΠΥΡΓΟΒ, TIpHcyTcTByIOWMK B TpakraTe KupHuia 
MapMapHHcKoro, ΠΟΙΗΚΟΜ HM MOJIHOCTbIO ΠΟΠΟΜ pyK efo 
aBTopa. ΒΠΟΠΗΘ BO3MOXHO, 4TO B 6ΙῸ pacnhopskKeHHH OKa3asica 
6oee paHHHM ΚΑΤΆΠΟΙ, KOTOpBIM Kupwi JHMWIb paclIMpyn u 
ΠΟΠΟΠΗΗΠ G6oee HOBbIMH CBeCHHAMM WIM NpOcTo H3BecT- 
HbIMH €My PakTaMH. ΚΟΗΘΊΗΟ, B HacToOAee ΒΡΟΜΗ HHYEM He- 
BO3MOXHO O6OCHOBaTh Takoe ΠΡΕΟΠΠΟΠΟΊΚΘΗΜΘ, Tak KaK Moka 
He oO6HapyxXeH G6oslee ApeBHUMM ΚΑΤΆΠΟΓ. OHako H3y4eHHe O0o- 
jee MO34HUX KaTasIOrOB NOKa3bIBaeT, 4YTO B MX OCHOBE BcerMa 
jlexaT Oojlee paHHwe. 

Tak, ceiftuac H3BeCTHbI 1Ba MOUTH MACHTMYHbIX aid~aBHUTHbIX 
KaTaiora MeJIYproB, COCTaBJICHHbIX B CaMOM Hayasie XIX Beka. 
ΟΠΜῊ M3 HHX HaxoguTca B Codex Vatopedi 1427, co31aHHOM B 
1810 τον Huxucbopom KantyHuapucom c Xuoca (Νικηφόρος 
Καντουνιάρης τοῦ Χίου). 3necb Ha 1.659 naH "Κατάλογος τῶν 
ὅσοι κατὰ διαφόρους καιροὺς ἤκμασαν ἐν τῇ ἐκκλησιαστικῇ 
μουσικῆ᾽ - ᾿ΚΑΤΆΠΟΓ Tex, KTO Β ΡΩΞΠΜΊΗΡΙΘ BpeMeHa ITipeyc- 
ΠΕΒΑΠ Β WepKOBHOHM My3blKe’. ΤΟΥ ΚΩΤΆΠΟΙΓ HHYEM ΟΥ̓ΙΠΘΟΤΒΘΗ- 
ΗΒΙΜ He OTIHYAeTCA OT ΠΡΥΓΗῊΧ NepeyncueHHH ΠΟΠΟΘΉΟΓΟ ροΠᾶδ: 
Β ΗΘΜ ΠΡΟΠΟΤΆΒΠΘΗΡΙ JIMUIb ἩΜΘΗΔ ΜΟΠΥΡΓΟῸΒ MOUTH 0663 ΚΑΚΗΧ- 
προ peMapoK (HCK1IOYCHHA OYCHb ρ6ΠΚΗ). 

Aipyrow KaTanor, 6M3KMH MO comepxKaHHo K ΠΡΟΠΡΙΠΨΙΠΙΟΜΥ, 
comepxuTca B Codex Xeropotamus 318 (Hayano XIX 8. )? . B 
HeM Ha 31.140 πρηβοπῆτοῃ "Κατάλογος τῶν ὅσων Kata δια- 
φόρους καιροὺς ἤκμασαν ἐν τῇ μουσικῆ τῇ ἐκκλησιαστικῇ, καὶ 
μερικῶς περὶ διαϑέσεων τούτων" - ᾿ΚΑΥΆΠΟΙ Tex, KTO B pa3yIH4y- 
ΗΡΙΘ BpeMeHa ΠΡΟΥΟΠΕΒΆΠ B ΠΕΡΚΟΒΗΟΪ My3bIKe Η Koe-4TO O 
pa3MelijeHHu ux". IlocneqHasa @pa3za 3armlaBud, OTCYTCTBYIOIWaA 


1 Fustratiades S., Arcadios Deacon. Catalogue of the Greek Manuscripts in the Library 
of the Monastery of Vatopedi on Mount Athos. Cambridge 1924 (Harvard Theological 
Study ΧΙ), 226-227. 

2 στάϑης [p. Τὰ Xewdypaga... A, 143-151. Tp. Craruc Μακε npesnonaraet, ὙΤῸ 9ΤῸΤ 
KOeKC Tak Ke, KaK H Codex Vatopedi 1427, HanucaH Huxudopom KaHTyHvapuicom. 
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B Codex Vatopedi 1427, npenpocxmillaeT HaxogsiuMeca B Codex 
Xeropotamus 318 MHOTOuNCHeHHbIe pemMapkH. Mx Π6ΠΡ cocrouT 
B TOM, 4TOObI MOMbITaTbCA yKa3aTb "pa3MellleHHe" HeEKOTOPbIXx 
ΜΟΠΥΡΙῸΒ B HCTOPHYecKOM BPeMEHH, TO e€CTb NO BO3MOXKHOCTH 
WaTb HEKOTOPble McTOpHyeckKHe DaHHble 06 OTICAbHbIX TBOPUAaX 
MY3bIKH? . CyleqOBaTeIbHO, KaTanor 5.3 Codex Xeropotamus 318 - 
ΚΘ COBMelWeHHe aldaBuTHOTO WM XpOHONOrHyecKOTO ΠΡΗΗ- 
ΠΗ͂ΠΟΒ. HW c 970} TOUKH 3peHHA OH 3HaMeHyeT cobon Gonee 
BLICOKYy1O ΟΤΥΤΙΘῊΡ OCMBbICJICHHA MaTepHala ΠῸ CpaBHeEHHW Cc 
TpadtHUHOHHbIMH (opMaMH ΚΑΤΆΠΟΓΟΒ. 

ConoctaBiavA ΚΑΤΆΠΟΙΓΜ 3THX ABYX KOJI€KCOB C KaTaJIOrOM 
Kupwuia MapMapyuckoro, HeTpyHHO yBHeTb, ΤῸ ΠΟΟΠΟΠΗΜἥ 
JICKUT B WX OCHOBE. AHAaJIOFM4HLIM O6pa30m B OCHOBe KaTasora 
Κυρμππα MapmMapuvHcxkoro Mor HaxXOAHTBCA MOKa He€M3BeCTHBIi 
HaM CIMCOK MeJIyproB, CO32a@HHbIM KeM-TO H3 ero Npenwect- 
BEHHHKOB*. 

IlostoMy TeKcT MH MepeBoyd KaTanora u3 PAMK 63 a ποπρι- 
TayiIcd COBME€CTHTb C MaTepHasioM, coylepxalllMMcsA B KaTanorax 
u3 Codex Vatopedi 1427 (= VAT)> u Codex Xeropotamus 318 (= 
X)®° . Baarofapa sTomMy, MOXHO 6yyeT yBHeTb, B KaKOM 
HalpaBIeHHH pa3BHBalacb "“KaTasIOrM3allva" MesyproB B Te4ye- 
Huu XVITI-XIX ΒΒ. 

ColnpoBOHTeAbHble KOMMCHTapHn, KaK ΠΡΆΒΗΠΟ, KacaloTca 
ΤΟΙ͂ΒΚΟ KaTanora PAHK 63. B Tex ciy4asx, Korma KOMMeHTapHn 
BOOOLMIe OTCYTCTBYIOT, 3TO O3HAUaeT, ITO CBEJEHHA O BpeMeHH 
XKM3HM ΠΔΗΗΟΙῸ Mesypra MoKa TpyNHO yCTaHOBHTb. 


3 [Ip fanbHeHilieM 3HAKOMCTBe C peMapKaMH U3 Codex Xeropotamus 318 HyXHO 
MMeTb B BUY, UTO ETO COCTABUTEJIb OTHOCHT K XVI Beky πορμοχκ c 1600 no 1699 rr., a 
K XVII - c 1700 no 1799 rr. TonbKo yuHTbIBad 3TO, MOKHO BepHO OLICHHTh 
COOOLIEHHA, COMepXKal[MecA B 3TOM KaTAIO“e. 

Ilo cauaeTebcTBy M. Xan3surMakyMHCa, KaTaior MeJIyproB, NpesqHa3sHayalollMica 
WW BTopoH YacTH ᾿Θεωρητικὸν Μέγα" XpWcaHTa, TakKoKe MOcTpoeH Ha KaTaore 
Kupwouia ΜΔΡΜΆΡΜΉΟΚΟΓΟ, cm.: Xarényiaxovuns K. Avwypago (1816) τοῦ "Μεγάλου 
Θεωρητικοῦ" τοῦ Xpvoav$ov// ‘O ἘΡρανιστῆς 11,1974 ( ᾿Αφιέρωμα στὸν K. ©. 
Δημαρᾶ), ᾿Αϑήνα 1977, 321. 

Ilo μβπδημιο: Eustratiades S., Arcadios Deacon. Catalogue... 226-227. 

6. Πρ xaranory: Στάϑης Ip. Τὰ Χειρόγραφα... A. 143-151. Katator, 3ameyatneHHBIit B 
Kogekce 305 Mcropuyeckoro MW BTHOrpaduyecKoro OOulecTBa (CM.: Δυοβουνιώτης K. 

Op. cit., 278-281), mpakKTMueCcKH ΗΜ ΘΜ He OTIMYACTCA OT KATAIOLA, 3aMKCKPOBaH- 
Horo B PAMK 63. 
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B. The Catalogue of Melourgs 


At first it should be noted that for a long time making lists of 
melourgs had been one of the ways of studying the history of 
music. For those who wanted to know about the past of church 
music had but numerous manuscripts at their disposal, which at 
best contained chants and the names of melourgs. All! this 
voluminous material needed, first and foremost, to be 
systematized. At that time it was practically impossible to carry 
out such systematization in chronological order, since there was 
no information as toi the time of living of the absolute majority 
of melourgs. The legends about melourgs that had been handed 
down from one generation to another more often than not were 
far from being reliable. As to a more thorough scientific study of 
the sources which implied comparing the repertoires of codexes, 
written in different periods of time, and establishing, if 
approximately, the dates of life and work of melougs, it was a 
long and pains-taking process, which had never aroused much 
enthusiasm. It was then when the first experimental works, based 
on listing melourgs in alphabetical order, appeared. 

It was one of the most accessible ways of systematizing the 
material which sometimes included the most scanty information 
about some melourgs, - the information recorded in different 
manuscripts, for example, a certain musician's place of birth or 
place of activity, his holy orders etc. Thus, the alphabetical 
cataloguization of authors of music turned into a form of 
collecting and systematizing the information. Their authors do 
not confine themselves to the bare enumeration of melourgs in 
alphabetical order and in several cases give some information 
about a certain musician: whose pupil he was, what post he held 
etc. The remarks made by Cyril of Marmara that record his 
personal relations should be given special attention to. Thus, 
when mentioning Panayiotes Chalatzoglu, he never forgets to 
call him "our teacher", and giving he names of some of his other 
contemporaries, he always adds either “the present lampadarios", 
or " the pupil of the present protopsaltos". Owing to all this the 
reader has a feeling that the compiler is sitting next to him. If 
we did not know who the author of the catalogue was, we could 
have established the time when it had been written by the mere 


analysis of those remarks. 
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It is difficult to say with certainty at present whether the 
catalogue of melourgs, given in the treatise of Cyril of Marmara, 
was entirely his creation. It is most conceivable that he had an 
earlier catalogue at his disposal, which Cyril only enlarged and 
supplemented with new information of the facts he himself 
knew. Naturally, it is impossible to prove this hypothesis at 
present untul an even more ancient catalogue has been found. 
However, all later catalogues show that they were based on the 
earlier ones. 

Thus, we know of two almost identical alphabetical 
catalogues compiled at the very beginning of the XIX century. 
On of them is given in Codex Vatopedi 1427, made by 
Nikephoros Kantouniares from Chios (Νικηφόρος Καντουνιάρης 
tod Χίου) in 1810]. There on fol. 659 "Κατάλογος τῶν ὅσοι κατὰ 
διαφόρους καιροὺς ἤκμασαν EV τῇ ἐκκλησιαστικῇ μουσικῇ" is 
given. - “The catalogue of those who in different periods of time 
were versed in church music". This catalogue does not essentially 
differ from other lists of that kind: it has only the names of 
melourgs given without any remarks (exceptions being very rare). 

Another catalogue which is close in contents to the previous 
one is found in Codex Xeropotamus 318 (the beginning of the 
XIX century)? . It has on fol. 140 " Κατάλογος τῶν ὅσων Katt 
διαφόρους καιροὺς ἤκμσσαν Ev τῇ μουσικῇ τῇ ἐκκλησιαστικῇ, καὶ 
μερικῶς περὶ διαϑέσεων τούτων “" - “The catalogue of those who 
in different periods of time were versed in church music and 
something about their location". The last phrase of the title, 
absent in Codex Vatopedi 1427, anticipates the numerous 
remarks given in Codex Xeropotamus 318. Their aim is to point 
out the "location" of some melourgs in historical time, that is, to 
provide some historical data about certain makers of music? . 


1 Eustratiades S., Arcadios Deacon. Catalogue of the Greek Manuscripts in the library 
of the Monastery of Vatopedi on Mount Athos. Cambridge 1924 (Harvard Theological 
Study XI), 226 - 227. 

2 Στάϑης Ip. Τὰ Xeipoypaga... A, 143 - 151. Gr. Stathis even supposes that this codex, 
as well as Codex Vatopedi 1427, was written by Nikephoros Kavtouniaris. 

Making further acquaintance with the remarks from Codex Xeropotamus 318 it should 
be born in mind that its compiler refers the period from 1600 till 1699 to the XVI 
century, and the period from 1700 till 1799 to the XVII century. It is only by taking 
into account this circumstance that the information given in this catalogue can be 
properly estimated. 
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Hence, the catalogue of Codex Xeropotamus 318 is already ἃ 
combination of alphabetical and chronological principles. And 
from this standpoint it is a higher level of comprehending the 
material as compared with the traditional forms of catalogues. 

Comparing the catalogues of both codexes mentioned above 
with that of Cyril of Marmara, it is not difficult to see that the 
lattter is the basis of both of them. Similarly, the catalogue made 
by Cyril Marmarinos may have been based on a list of melourgs, 
created by one of his predecessors* and unknown to us for the 
present. 

Threfore I tried to place the text and translation of the 
catalogue from RAIC 63 parallel to the materials from the 
catalogues of Codex Vatopedi 1427 (= VAT)°> and Codex 
Xeropotamus 318 (= X)®° . This makes it possible to see in which 
direction the “cataloguization"” of melourgs was developing 
during XVIII - XIX centuries. 

The accompanying commments, as a rule, deal only with the 
catalogue from RAIJC 63. In those cases when there are no 
comments at all, it means that it is still difficult to establish the 
date of living of the given melourg. 


4 According to M. Chatzigiakumes, the catalogue οἵ melourgs intended for the second 
part οἵ" Θεωρητικὸν Μέγα ” by Chrysanthos is also based on the catalogue of Cyril of 
Marmara, see: Χατζηγιακουμῆς K. Αυτόγραφο (1816) τοῦ “Μεγάλου Θεωρητικοῦ" τοῦ 
Χρυσάνϑου // Ὃ Ἐρανιστὴς 11, 1974 ( ᾿Αφιέρωμα στὸν K. = Δήμαρᾶ), ᾿Αϑήνα 
1977, 321. 

By the edition: Eustratiades S., Arcadios Deacon. Catalogue... 226 - 227. 
6 By the catalogue: Στάϑης Ip. Τὰ Xeipoypapa... A, 143 - 151. The catalogue, given in 
Codex 305 of the Historical and Ethnographical Society (see: Avofovvidrns K. Op. cit., 
278-281), hardly differs in anything from the catalogue recorded in RAIC 63. 
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Codex Petropolitanus RAIC 63 
(fol. 19-20y.) 


19 Kataroyos τῶν doo! κατὰ διαφόρους καιροὺς ἤκμασαν 
ἐπὶ τῇ μουσικῇ ταύτῃ, κατὰ ἀλφάβητον". 
a ᾿Αγάϑων ἀδελφὸς Ξένου Κορώνη 
᾿Αμπελοκυπιώτης" 
5. ᾿Ανδρέας Liynpov® 
᾿Αρκάδιος μοναχός 
᾿Ανδρόνικος 
᾿Αϑανάσιος μοναχός 
᾿Αργυρὸς Ῥόδιος 
10. ἔΑνϑιμος ἱερομόναχος 
᾿Αρσένιος ἱερομόναχος μικρόςϑδ 
᾿Αϑανάσιος πατριάρχης Κωνσταντινουπόλεως" μαϑητὴς 
Μπαλασίου 0 
᾿Αϑανάσιος μοναχὸς ἁγιωρίτης 
᾿Ανανίας ἱεροδιάκων, μαϑητὴς τοῦ νῦν πρωτοψάλτου 


Ἰωάννου} 2 


|X: τῶν ὅσων ὦ Χι ἐν . ἐπ !Ί000 τῇ μουσικῇ - ἀλφάβητον offerunt VAT: τῇ 
ἐκκλησιαστικῇῆ μουσικῇ X: τῇ μουσικῇ τῇ ἐκκλησιαστικῆ, καὶ μερικῶς περὶ διαϑέσεων 
τούτων. ἡ, VAT: Ξένου τοῦ Κορώνη ". Χ: Αμπελοκηπιώτης VAT: abest δ VAT: 
Σιγκροῦ 7. X, VAT: in loco: μοναχός dat Σιγηροῦ 8X: ὁ μικρός 7, X: Κωνίλεως 
VAT: Κωνσταντινουπόλεως non habet 10 VAT: Παλασίου X: Μπαλασίου Kaa 
Νομοφύλακος ἐν τῷ 16 ᾿αἰῶνι «|. X: ἁγιορείτης 12 VAT, X non continent ᾿Ανανίας 
- Ἰωάννου 


786 


(pe a ee ee, 


15. ᾿Αντώνιος ἱερεὺς καὶ μέγας Οἰκονόμος, μαϑητὴς Ἱερεμίου 
Χαλκηδόνος 
B Βενέδικτος δομέστικος Παρακάλουϊἥ 
Βαρϑολομαῖος μοναχός 
y Γρηγόριος Γλυκύς 
Γεώργιος Κοντοπέτρης 
20. Γεώργιος Παναρέτου 
Γαβριήλ ἐκ τῆς Μονῆς τῶν Ξαϑοπούλων 5 
Γεώργιος Σγουροπούλο 
Γρηγόριος ἱερομόναχος, Μπούνης ὁ ᾿Αλιώτης 6 
Γεράσιμος ἱερομόναχος Χαλκηοπούλλου “7 
25. Γαβριὴλ ἱερομόναχος καὶ φιλόσοφος 
Γεννάδιος ὁ ἐξ ᾿Αγχιάλου 
Γαβριὴλ ὁ ἐξ ᾿Αγχιάλου 18 
Γεώργιος Πλαγιώτου 
Γεώργιος πρωτοψάλτης Γάνου 9 
30. Teppavosg μοναχός 
Γεώργιος ὁ ἐκ Ῥαιδεστοῦ καὶ20 πρωτοψάλτης τῆς 
Μεγάλης Ἐκκλησίας 2] 
Γερμανὸς Νέων Πατρῶν22 


13 X: Χαλκηδῶνος μητροπολίτου ἐν τῷ τέλει τοῦ ἘΦ δον Ι4 VAT, X: 
Καρακάλλου _X: Ξανϑοπούλων VAT: Ξανϑοπούλου͵ . Χ: Πούνης ὁ ᾿Αλιάτης 
VAT: Μπούνης ὁ ᾿Αλιάτης 7X: Χαλκιοπούλου VAT: Rose cc a . X, VAT 
non continent '?. X: Ἰακονίου VAT: Ἰκονίου 20. VAT: καὶ abest l VAT: τῆς 
Μεγάλης Ἐκκλησίας non habet X: τῆς Μεγάλης Ἐκκλησίας ἐ EV τῷ ve ᾿ αἰῶνι 

. VAT: Π Πατρῶν, r Ἑώργιος ὁ Κρής Χ: ὁ Νέων Πατρῶν, Ev τῇ ἀρχῇ τῷ τς ᾿ αἰῶνος, ὁ 
συγγραφεὺς τοῦ εἰς ὄνομα αὐτοῦ Στιχηραρίου καὶ ἄλλων πολλῶν μαϑημάτων, 
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19y. 5 Δαβιδὶ μοναχός 
Δημήτριος Aokiavdc?, καὶ μαϑητὴς Κουκουζέλους" 
Δούκας Λαοσυνάπτης! 
Διονύσιος μοναχός 

ὧν Δανιὴλ παλαιός" 

Δούκας Σιρόπουλοςϑ 
Δημήτριος ἐκ ῬΡαιδεστοῦ 
Δαμιανὸς Βατοπεδινός7 
Δανιὴλ ὁ νῦν λαμπαδάριος, καὶ μαϑητὴς τοῦ Παναγιώτου 


πρωτοψάλτουδ 


μαϑητὴς τοῦ ᾿Αγίου Ὅρους καὶ εὐμεϑόδως ὑποκλέψας τὴν τέχνην ἐκ τῶν 
Κωνσταντινουπολιτων. Γεώργιος ὁ Κρὴς ἐν τῷ αζ΄ Kalaw' τρέχονται αἰῶνι, μαϑητὴς 
Ἰακώβου τοῦ Βυζαντίου καὶ πρωτοψάλτου τῆς Μεγάλης Ἐκκλησίας. Οὗτος μόνος ὁ 
εὐδοκιμῶν ἐν τῇ μουσικῇ τῶν Κωνσταντινουπολιτῶν ἐν τῷ τρέχοντι αἰῶνι. Γρηγόριος 
λαμπαδάριος τῆς Μεγάλης Ἐκκλησίας ὃ φιλόμουσος μαϑητὴς πολλῶν καὶ ἐν τῷ τέλει 
μαϑητὴς Γεωργίου τοῦ Κρητός: ἀτελὴς Ett. 

1. VAT: Δαυίδ 2. X: Δοκειανός 3. X: Κουκουζέλη VAT: Κουκουζέλου 4. X, VAT: 
Aaoovvaxtys 5. X, VAT: παλαιός. Δανιὴλ ὁ νέος 6. X, VAT: Συρόπουλος 7. X: 
Βατοπεδηνός VAT: Βατοπαιδινός 8. X: in loco Δανιὴλ - πρωτοψάλτου dat Δανιὴλ 
Πρωτοψάλτης τῆς Μεγάλης Ἐκκλησίας, μαϑητὴς Παναγιώτου Χαλάτζογλου ἐν τῷ 1’: 
αἰῶνι, ὁ μόνος βαϑὺς ἐν τῇ μουσικῇ καὶ ὃ μόνος εὐδοκιμήσας ἐν τοῖς συμμίκτοις 
μαϑήμασι. Σύμμικτα νόει τὰ ἔσω μὲ τὰ ἔξω ἡνωμένα τῆς μουσικῆς VAT: in loco Δανιὴλ - 
πρωτοψάλτου dat Δανιὴλ πρωτοψάλτης τῆς Μεγάλης Ἐκκλησίας καὶ μαϑητὴς 


Παναγιώτου Χαλάτζογλου 
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10. ε Εὐνοῦχος Kal? πρωτοψάλτης τοῦ Φιλανϑρωπίνου 
C Ζαχαρίας πρωτοψάλτης Κυζίκου 9, ἀνεψιὸς μὲν 
᾿Ανανίου Κυζίκου}, 
μαϑητὴς δὲ Ἰωάννου τοῦ νῦν͵ 2 πρωτοψάλτου 
8 Θεόδωρος ᾿Αγαλλιανός 4 
Θεόδωρος Θαλασσινός 5 
15. Θεόδουλος μοναχός 
Θεοφύλακτος ᾿Αργυρόπουλλος 6 
Θεόδωρος Καλλικρατίας 7 
Θεόδωρος Γλαβᾶς 8 
Θωμᾶς ἱερεύς 
20. Θεοφάνης Καρύκης, πατριάρχης 
Κωνσταντινουπόλεως 9 
ι Ἰωάννης ὁ ὅσιος καὶ πατὴρ ἡμῶν 6 Δαμασκηνός2] 
9. Χ, VAT non continent καὶ 0, VAT: Κυζίκου. Ζαχαρίας ὁ Χανεντὸς (ἀνεψιὸς - τοῦ 
νῦν πρωτοψάλτου abest) _X: ᾿Ανανία μητροπολίτου, τοῦ Κυζίκου . X: νῦν non 
habet 3X: πρωτοψάλτου. Ζαχαρίας ¢ ὁ Χανεντες ἐν τῇ ἀρχῃ τοῦ 0 αἰῶνος, μαϑητὴς 
πολλῶν, ἀτελὴς δὲ μείνας τῆς ἔσω μουσικῆς εὐδοκίμησεν ὑπερβαλλόντως ἐν τῇ ἕξω. 

.in loco ᾿Αγαλλιανός offerunt: X - ὁ Γαλιανός, VAT - ὁ Γαλλιανός 15. VAT: ὁ 
Θαλασδιξ ox Καλλικρατείας 17 X, VAT: ᾿Αργυρόπουλος 18. VAT: Κλασᾶς 
Χ: Κλαβᾶς ὁ Reaves (; ) (notam interrogatoriam posuit Gr. Stathius) 19, X: Θεοφάνης 
Κωνσταντινουπόλεως ὁ ἐπίκλην Καρύκης VAT: in loco Θεοφάνης - Κωνσταντι- 
νουπόλεως dat ἘΠ πατριάρχης Κμπόλεως, ὁ ὁ ἐπανομαζόμενος Καρύκης 

0 χ: καὶ abest VAT: in loco Ἰωάννης - ὁ Δαμασκηνός dat Ἰωάννης ὁ 


Δαμασκηνός, ὅς καὶ πρῶτος συνέγραψε περὶ μουσικῆς. Ἰωάννης ὁ Κουκουζέλης X: ὁ 
Δαμασκη voc: λέγεται δὲ ἐκ παραδόσεως ὅτι οὗτος πρῶτος συνέγραψε μουσικὴν 
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Ὕ Ὁ 


Ἰωάννης Γλυκυς 
Ἰωάννης ὁ Κουκουζέλης 22 
Ἰωάννης Βατάτζης 
7 Ἰωάννης Σγουροπούλλου 23 
Ἰωάννης Φωκᾶς 
Ἰωάννης Οὐρανιώτης 
Ἰωάννης ὁ Κλαδᾶς 
Ἰωάννης ἱερεὺς, Πλουσιαδινός2ό 
30. Ἱερεμίας Χαλκηδόνος 
Ἰωακεὶμ Βυζίης ᾿Αχαμπάσης, καὶ μαϑητὴς 
Μπαλασίου2 
Ἰωάννης ὁ ἡμέτερος διδάσκαλος, πρωτοψάλτης 
te?! τῆς Μεγάλης Ἐκκλησίας, καὶ32 μαϑητὴς 
Παναγιώτου Χαλάτζογλου3 
Ἰωακεὶμ Ῥόδιος ἱερομόναχος καὶ μαϑητὴς τοῦ αὐτοῦ 
πρωτοψάλτου 


ἐκκλησιαστικὴν μὲ τὰ τρέχοντα σημεῖα τῶν φωνῶν. Ἰωάννης ὁ Κουκουζέλης ἤκμασε 
δὲ οὗτος EV τῷ ἡ ᾿ αἰῶνι: συνέγραψε δὲ π ἜΧΟΥ πάμπολλα διαφόρων μαϑημάτων. ἔστι δὲ 
δεινός, πλὴν ἡδὺς καὶ εὐφραδέστατος. VAT, X non continent (vide 21) 23 VAT: 
Σγουρόπουλος 24 VAT: ὁ Φωκᾶς 25 VAT: ὁ Κλαδᾶς. Ἰωάννης ὁ νέος Κουκουζέλης 
(Βατοπαιδινός). Ἰωάννης Κουκουμᾶς. Χ: ὁ Κλαδᾶς, μαϑητὴς Κουκουζέλη, δεινότερος 
καὶ ἡδύτερος τοῦ διδασκάλου αὑτοῦ, συνέγραψε δὲ καὶ οὗτος πάμπολλα. Ἰωάσαφ 
μοναχὸς ὃ διὰ τὴν εὐφράδειάν του νξρς Κουκουζέλης καὶ Μαΐστωρ ἐπονομασθείῖς. 
Ἰωάννης Κουκουμᾶς ὁ δεινότατος. ’. VAT: Πλουσιάδηνος Χ: Πλουσιαδηνὸς ἐκ τοῦ 
᾿Αγίου “Opouc: οὗτος συνέγραψε μεταξὺ τῶν μαϑημάτων καὶ γραμματικὴν τῆς 
μουσικῆς, πλὴν ἄχρηστον. 27 x: Χαλκηδῶνος μητροπολίτης 8 . VAT, X: Βιζύης 


᾿Αλαπάσης . X: Μπαλασίου ἱερέως | 
°. VAT: in loco Ἰωάννης - Χαλάτζογλου offert ᾿Ιωάννης πρωτοψάλτης “σύγχρονος τοῦ 
Δανιήλ Χ: ὁ ἡμέτερος διδάσκαλος abest 31 X: τε non habet .X: καὶ abest “ἢ. X: | 


Χαλάτζογλου, σύγχρονος τοῦ Δανιὴλ καὶ Πέτρου Πελοποννησίου ἐν τῷ ιζ᾿ αἰῶνι 
4X: Ἰωακεὶμ - πρωτοψάλτου non habet VAT: pro verbis Ἰωακεὶμ - πρωτοψάλτου dat 


Ἰωακεὶμ Ῥόδιος pad nths “Iwavvov πρωτοψάλτου 
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20v. Ἰωάννης 6! πρωτοψάλτης Ῥαιδεστοῦ, ἀνεψιὸς μὲν 
Ἡρακλείας Γερασίμου μαϑητῆς δὲ τοῦ αὐτοῦ 
πρωτοψάλτου 
κ Κοσμᾶς ὁ ὅσιος καὶ" πατήρ ἡμῶν 
Κωνσταντῖνος Μαγουλᾶς 
Καμπάνης 
Κορνήλιος μοναχὸς ἁγιωρίτης 
Καρβουνάρης 
Κάλλιστος παλαιός 
Κωνσταντῖνος ἐξ ᾿Αγχιάλου" 
[0 Κλήμης Λέσβιος 
Κάλλιστος ἐκ Nixatac® 
λ Λέων ὁ ᾿Αλμυριώτης 
Λάσκαρης Πηγωνίτης 
Λογγίνος μοναχός 
15. p Μανουὴλ υἱὸς Κορώνη 
Μανουὴλ Γαζῆςδ 
Μηχαὴλ ᾿Ανανεώτης 
Μηχαὴλ ἱερεὺς Κουκουλᾶς 
Μοσχιανὸς 
20. Μανουὴλ ᾿Αργυρόπουλλος" 
Μηχαὴλ Φωκιανός9 
Μανουὴλ ὁ ᾿Αγαλλιανός 
Μανουὴλ ὁ Μέγας Ῥήτωρ 
Μάρκος ὁ Εὐγενικός 


wn 


FX: ὁ abest 7. VAT: pro verbis τοῦ αὐτοῦ πρωτοψάλτου dat Ἰωάννου πρωτοψάλτου. 
Ἰάκωβος πρωτοψάλτης ὁ Βυζάντιος καὶ διδάσκαλος ἐμοῦ. X: in loco τοῦ αὑτοῦ 
πρωτοψάλτου offert Ἰωάννου πρωτοψάλτου. Ἰάκωβος ὁ Βυζάντιος καὶ πρωτοψάλτης 
τῆς Μεγάλης Ἐκκλησίας, ὁ ὁ εὐδοκιμήσας παρὰ πᾶσι ὡς λόγοις ἐν τοῖς ἰδιομέλοις καὶ 
εἱρμολογικοῖς τροπαρίοις:- ἤκμασε δὲ ἐν τῷ τέλει τοῦ ιζ᾽ αἰῶνος. Ἡδύτατος, ἀστειότατος 
καὶ ὁ μόνος προϑυμότατος πρὸς τοὺς μαϑητάς του καὶ φιλόκαλος. 3. VAT, X non 
continent καὶ 4. VAT, X non continent ἁγιωρίτης (Ξ ἁγιορείτης) 
5. VAT: ὁ ἐξ 7S Ee 6. X: Κάλλιστος ὁ Ex Nixatac, ὁ νέος. Κοσμᾶς ὁ Χῖος, 
σύγχρονος τῷ Ἰωάννῃ καὶ Δανιὴλ “αὶ πρωτοψάλταις, ΤΑΣ. ἐκ Νικαίας, Κοσμᾶς ὃ Χίος 
σύγχρονος τῷ Δανιὴλ. καὶ Πέτρῳ Χ: gate . VAT, a pasts & δεινότατος 
[VAT: ὁ δεινός]. Μανουὴλ, ᾿Αργυρόπουλος VAT, X: vide 8 0 χ: Μανουὴλ 
Φωκιανός 
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25, Μάρκος Κορίνϑου 
Μανουὴλ Θηβαῖος 
Μανουγρᾶς 
Μελχισεδὲκ ὁ 'Ῥαιδεστοῦ!} 
Μανουὴλ Χρυσάφης!2 
30. Μελέτιος Συναΐτης 
Μπαλάσιος ἱερεύς 3 
Μανουὴλ Γούτας 
20. ν Νήφων δομέστικος 
Νικηφόρος ἱερομόναχος ὁ Ἠϑικός 
Νικόλαος δομέστικος 
Ναϑαναὴλ Νικαίας 
De Νικόλαος Tpapovvtavac2, kat? πρωτοψάλτης ‘Pddov 
Νικόλαος ᾿Ασάνξ ὁ Κύπριος 
Νικόλαος ᾿Αδριανουπολίτης, καί μαϑητὴς τοῦ νῦν 
πρωτοψάλτουϑ 
Νικόλαος Τραπεζούντιος, μαϑητὴς τοῦ αὐτοῦ πρῶτο 
[ψάλτο]υϑ 
ξ Ξένος ὁ Κορώνης7 
10. x Παγκράτιος ἱερομόναχος 
Παΐσιος μοναχός 
Πατζάδας 6 Mpacivoc® 
Πέτρος Γλυκὺς ὁ Μπερικέτης" 
Παναγιώτης Χαλάτζογλου, ὁ ἡμέτερος διδάσκαλος καὶ 
πρωτο-- 


MX: ὁ ἐκ Ῥαιδεστοῦ 12 χ; Χρυσάφης᾽ οὗτος συνέγραψε πολλὰ μαϑήματα εἰς 
στιχηράριον ἴδιον 13. VAT, X non continent 13, VAT: Γόντας. Μανουήλ πρω-- 
τοψάλτης. Χ: Γούτας ὁ δεινός. Μανουὴλ πρωτοψάλτης τῆς Μεγάλης Ἐκκλησίας ἐν τῷ 
η΄ [=] αἰῶνι, ὁ Καραμανλης ὁ δώριος, καὶ ἀτελής, μαϑητης χρηματίσας πρῶτον 
Νικολάου Τζιρλῆ τοῦ Χίου καὶ Enopevacs Ἰακώβου τοῦ πρωτοψάλτου τοῦτος ἀν- 
τεφέρετο μεγάλως τῷ Γεωργίῳ Κρ(ητ)ί. 
ΟΣ: ὁ ἐκ Νικαίΐος 2 VAT, Χ: Τραμουντάνης 3 VAT, X non continent καὶ 

4 VAT: ᾿Ασαῦ 5. VAT, X non continent καὶ - πρωτοψάλτου °. VAT: Νικόλαος - 
πρωτοψάλτου abest X: in loco Νικόλαος - npwt(owadt)ov dat Νικηφόρος ὁ Χῖος, καὶ 
ἀρχιδιάκονος τοῦ πατριαρχικοῦ ϑρόνου τῆς ᾿Αντιοχείας, ὁ φιλολόγος μαϑητὴς 
Ἰακώβου πρωτοψάλτου: οὗτος εὐδοκίμησε παρὰ πᾶσι ἐν τῇ πληϑεῖ τῶν μαϑητῶν, διὰ 
τὸ εὐπροσήγορον, εὔϑυνον (SiC) καὶ φιλόπονον αὐτοῦ. 
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15. ψάλτης τῆς Μεγάλης Ἐκκλησίας" 
σ Lipeov!! λαοσυνάπτης 2 τῆς Μεγάλης 
Ἐκκλησίας 
Σωφρόνιος | ἱερομόναχος Καφάς 3 
Στιλιανὸς 4 ἱερεύς 
Συμεὼν Ψιρίτζης 5 
20. t Τζακνόπουλλος! 8 
φ Φίλιππος Γαβαλλᾶς!"7 
Φωκᾶς δομέστικος 
χ Χαλιβούρης 
Χριστόφορος Μιστάκων ὃ 
25. Χουρμούζης 1 ἱερεύς 
Χρυσάφης 6 VEOG καὶ πρωτοψάλτης τῆς Μεγάλης 
Ἐκκλησίας} 
Χρύσανϑος ἱερομόναχος Κύπριος μαϑητὴς τοῦ vov29 
πρωτοψάλτουί!, 


TX: ὃ Κορώνης ὁ δεινότατος καὶ ἡδύτατος 8 VAT: ὁ Πρασινᾶς 9 X: Πέτρος - ὁ 
Μπερίκετης abest VAT: ὁ Μπερεκέτης, ὁ ὅστις πρῶτος εὑρῆκε τὸν τρόπον τοῦ συντάττειν 
σύμμικτα. Πέτρος Λακεδαίμων ὁ λαμπαδάριος, οὗτος εὐδοκίμησεν εὶς τὴν ἕξω μουσικὴν 
καὶ κατέγεινε ἵνα συμμίξη ταύτην μὲ τὴν ἔσω. Πέτρος ὁ Βυζαντιος, οὗτος εὐδοκίμησεν 
ἐν ταῖς ἐξηγήσεσιν ἃ ὡς οὐδεὶς ἄλλος. 
VAT: in loco ὃ ἡμέτερος - Ἐκκλησίας offert ὃ εἰς ἄκρον φϑονερός. Παλαῖος ἱερεύς. 

X: in loco6 ἡμέτερος - Ἐκκλησίας dat ὃ sic ἄκρον φϑονερός, σύγχρονος Πέτρῳ τῷ 
Περεκέτῃ, καὶ διδάσκαλος Ἰωάννῃ καὶ Δανιὴλ τοῖς πρωτοψάλταις. Παλάσιος ἱερεὺς καὶ 
Νομοφύλαξ τῆς Μεγάλης Ἐκκλησίας. Πέτρος Γλυκὺς ὁ ἐπίκλην Περεκέτης ὁ 
μεταδοτικός, σύγχρονος τῷ Χαλάτζογλῳ καὶ ἀντιφερόμενος εἷς τὸ φϑονερὸν αὐτοῦ. 
Οὗτος πρῶτος ἐφεῦρε τὴν μέϑοδον τοῦ συντάττειν σύμμικτα. Πετρος λαμπαδάριος τῆς 
Μεγάλης Ἐκκλησίας, ὁ Λακεδαίμων, ὃ ἐπονομασϑεὶς μέγας ἕνεκεν τοῦ φιλοπόνου 
αὑτοῦ. Οὗτος ἐντελὴς ὦ ὧν ἐν τῇ τέχνῃ καὶ ἀτελὴς εἰς τὸ τῶν Κωνσταντινουπολιτῶν ὕφος, 
ἐδόϑη ὅλος ἃ EV τῇ ἔξω μουσικῆ, εἷς ἥν καὶ εὐδοκίμησεν ὡς οὐδεὶς ἄλλος τῶν προ αὑτοῦ, 
καὶ ἐν τοῖς ἔξω σχεδόν - καταγινόμενος δὲ ἵνα καλλωπίσῃ καὶ τοι (= τι) περι τὰ 
σύμμικτα, ἀπέϑανεν ἀπὸ πανόλην νόσον- ἐν τῷ τέλει τοῦ ιζ΄ αἰῶνος. Πετρὸς ὃ 
Βυζάντιος καὶ πρωτοψάλτης τῆς Μεγάλης ᾿Εκκλησίας, ὁ φϑονερός καὶ δύστροπος ὁ καὶ 
Φυγάς ἐπονομασθείς διὰ τὴν ἄλογον αὐτοῦ φυγὴν εἷς Paciav: μαϑητῆς καὶ δοῦλας 
Πέτρου τοῦ Λακεδαίμονος: οὗτος εὐδοκίμησεν ἐν τοῖς κρατήμασι καὶ ἔν ταῖς εξηγήσεσι 
ὡς οὐδεὶς τῶν πρὸ αὐτοῦ. 11 Χ: Σίμων 12 VAT: λαοσυνάκτης [3 X: ὁ Καφὰς VAT: ὁ 
Καφρᾶς 14 VAT, Χ: Στυλιανὸς 15 VAT: Ψυρίτζης X: in loco Ψιρίτζης dat Ἰβηρίτης 16 
VAT: FecKnongU Ne 17 X: Γαβαλᾶς 18 VAT: Μυστάκου 19 VAT, X non continent 
Χρυσάφης - Ἐκκλησίας 20 X: τοῦ νῦν abest 21. VAT: pro verbis μαθητὴς τοῦ νῦν 
πρωτοψάλτου dat Χουρμούζης ὁ ἐπονομαζόμενος Γιαμαλλῆς καὶ μαθητὴς Ιακώβου 
πρωτοψάλτου X: πρωτοψάλτου. Χουρμούζης ὁ ἐπίκλην Γιαμαλῆς Ev τῷ ιζ΄ καὶ tr) αἰῶνι, 
μαϑητὴς Ἰακώβου πρωτοφάλτου καὶ λόγοις. Οὗτος εὐδοκίμησεν Ev πολλοῖς νέοις 


συγγράμμασι. 
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ΜΙ. Ἀ ἔὩὋὄ πποσδδιιι, οὐδὲ 
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IlepesBoy 
ΡΑΜΚ 63 X, VAT 
1.19.0.  Anhaeumnoit Kamanoz Kamanoz mex, Kmo 6 
mex, ΚΗΊΟ npeycneéan 6 pa3- PO? Cee 
AUUHBIE EpemeHa 6 Imo My- any, 6 OOP OC δ 
KOeUMO O PABMEU4EHUU UX 
Zb1Ke. 
Aradou, OpaT Kcena 
1 
Kopoua VAT: omcymcmeyem 
Am6enlokKumHorT 


Auapei Curnup? 
ΑΡΚαπ, MOHaXx 

AHA poHuK* 
Adanacuit, MoHax? 
Aprup Ponoccxnit® 
An®umnit, nepomMoHax’ 
ΑΡροθημῆ-Μπαπιμμῆ, 


HepomMoHax® 
AdaHacuh, KoxcTaHTH- 
ἨΟΠΟΠΡΒΟΚΗΪ NaTpHapx, X: ... banacua, HomModunakec XVI 
yyeHHK Banacna? BeKa. 
AdaHacnh, adboHckui 
moHax!0 X, VAT: omcymcmeyem 


AHaHHH, HeposMaKkon, 
YICHHK HblelliHero mpo- 
Toricanta Moanua. | 

AHTOHHH, CBALICHHbIN MU 


ΒΟΠΗΚΗΪΝ MKOHOM, yye- XX: --- X@KHAOHCKOTO, 
Hux VMepemun Xanxu- MHTpomomnTa ΚΟΗΠᾺ XVI Beka. 


nmoncxoro!! 
BeHeHKT, ΠΟΜΘΟΤΗΚ 
KapakaJiibl 


Ἵ *TlocsieqHxA pasa - U3 X. 
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PAHK 63 


Bapdbonomeii, MoHax! 

Γρητορμῆ Pnnxal3 

Γρητορμῆ Kongonerpu!4 

Teoprui Manapet!> 

ΓΆΒΡΗΗΠ 43 MOHACTEIPS 
Kcantonynos!® 

Teopruit Cryponyn!? 

I puropni By Anuar, 
vMepomonax!8 

TepacuM Xasikeonysioc, 
vepomonax!? 

ΓΑΒΡΜΗΠ, WepomMoHax Η 
ΦηποςοοῷΖῦ 

ΓΟΗΗαπηΐ 5 ΑΗχμαπαὶ 

Tappyun u3 Anxuana?2 

Teopruiit [narnr23 

Teoprun, npotorncant 
Tanpr’4 

Tepman, Monax2> 

Teopruit u3 Pegectoca, 
npotoncant ΒΟΠΗΚΟΗ͂ 
[lepxsn~° 

Tepman u3 Hoserx Πατρ27 


X, VAT 


X, VAT: omcymcmeyem ° 


X: ... ΚΗΒΙΠΜΗ͂! B XV BeKe 


X: .... bkupumi] B Hayane XVI 
BeKa, aBTOPp Ha3BaHHOTO ΘΓῸ 
MMeHeM “CTHxupaps" WH MHOTHX 
ΠΡΎΓΗΧ MaTHM, y4eHHK CBATON 
Topbl, ya4uHo ΠΟΡΟΧΒΑΤΗΒΙΠΗΝ 
WcKyccTBO 593 KOHCTaHTHHONO- 
Ns. 

Teopruht ΚΡΗΥΎΥΠΗΜΗ, [KHBLUMM] B 
XVII uw B HbIHewIHemM XVIII 
Beke, YIeHHK Akopa Bu3saHTHH- 
ya, mpotoncasta Bennkon 
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ΡΑΗΚ 63 X, VAT 


[lepKsen. ΟῊ - CAHHCTBeEHHbIN, 
KTO B TeKyLieéM CTONeTMN Προ- 
ycne B My3bIKe cpeH KOH- 
CTAHTHHONOJIbLICB. 

Iprropuh, namMOagapun Βεπμκοΐ 
Llepksv, cOpa3s0BaHHbIh YYeHHK 
ΜΗΟΓῊΧ [yuntesieh|], a B KOHeY- 
HOM cYeTe yYeHHK Teoprusl 
Kputcxoro. Ou elle He npes- 
30M0eH {HHKeM}. 


1.19 Jlapun, MOHax 
06. JiumMutTpyy ΠΟΚΗΔΗ, 
y4eHHK Kyxy3ens28 
Tlyka, naocnHakT2? 


MOHMCHN, ΜΟΗΔΧ Π 
‘A aR X, VAT: Πδημηπ HoBbIi 
ΔΗ ApeBHYK 


Hyxa Cuponyn?! 

JimMuTpHH U3 Pegecto- 
e932 

JlamuaH Batonezcknit?? 

JlaHvvsi, HbIHeIUHHH NaM- X: ΠΔΉΜΗΠ, mpoToncant Benukon 
OanapHH MW y4eHHK Mpo- Ilepkspu, yYeHHK MmpoToncanta 
roncanta Ilanaiioruca>4 IlaHaiiornca Xanagq3orny, [>KMB- 

wero] B XVII Bexe. Ou - eqnH- 
CTBCHHbIN, KTO OCHOBATEJIbHO 
Iipeyciiey) B MY3bIKe HW B 3aHA- 
THAX "“CHMMMKTa’. “CYHMMHKTa"™ 


O3HayaeT COeIHHeEHHe ΠΕΡΚΟΒ- 
HOW HW MHpcKOH MY3bIKH. 


ΡΑΗΚ 63 


EBHYyx, ΠΡΟΤΟΠΟΔΠῚ H3 
@MynaHTpornHya. 

3axapHi, ΠΡΟΤΟΠΟΔΠῚ v3 
Ku3nka, Wie MAHHHK 
AHaHHs 43 Kusnka, 
yY4eHHK HbIHeWHero 
lpotoncanta Moana. 


@®Meoyop AvamimaH 

Meonop PanaccuH 
@Meoyyn, MoHax?? 
@Meodunaxr Apruponyn>® 
@Meonop Kannanxpatuii” 

@Meogop Mas38 

Moma, CBAILICHHHK 

@MeodaH Kapuk, Kon- 
CTAaHTHHONONLCKHH πᾶ8- 
TpHapx?? 

Moai ΠΆΜΔΟΚΜΗ, cBxATON 
orem Ham?? 


X: 3axapnHn 


X, VAT 


XaHaHeHT, = [KB - 
1H] B Hayane XVII Beka, yye- 
HHK ΜΗΟΓῊΧ [y4uTesen|, ocTaB- 
IWHHCA HeMpeB3OMICHHbIM- B 
WI€pKOBHOHN My3bike. OH 3aMe- 
yaTeIbHO fpeycnen [wu] HM B 
MMpcKON. 


VAT: ... KoTOpbIM NepBbid πᾶπη- 


cal |[couwHeHHe] oO My3biKe. 
X: [IpemaHne ΓΟΒΟΡΗ͂Τ, 4TO OH 
ΞΆΠΗΟΔΠ WepKOBHYIO My3bIKy 
HbIHEe ΟΥ̓ΙΠΘΟΤΒΥΙΟΙΠΗΜΗ HOTaMH 
AIA MHTEpBasioB. 
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PAMK 63 X, VAT 


Moauy Tnmxa‘! 
Voann Kyxy3enn*2 X: ... OH TBopun B VIII Bexe, 


ΠΟΡΒΡΙΜ COYUMHHWI OYCHb ΜΗΟΙῸ 
Pa3JIM4UHbIX MaTHM; MCKYCHBIN, 
BeJIMKONeCNHbIM MW CaMbIH kpac- 
HOpeyMBEIN [B My3bIKe]. 


ἤοδηη Barai*3 
Moany Cryponyn*4 
HWoaHH Doxa 
οδηη Ypannot* 


Moany Knax*° X: ... Yuenuk Kyxy3e1a, 6omee 
MCKyCHhIf HW Ooee BeNHKO- 
ΠΕΟΠΗΡΗΪ, ΘΜ ero yanTelb. OH 
HaliMcajI OYeHb MHOTO [MecHo- 
neHuy}. 

Hoacad, MOHax, H3-3a KpacHo- | 
peunsa [B My3blKe] Npo3BaHHbIi | 
"HOBbIM Kyky3eieM ἢ MarN- 
CTpoM . 

WoaHH KykyM, Βοπηκοπεπηοῖς- 
WMH. 


Voann Tinycnanmn, cpa- ἃ: --- co Caro Topbi. On 
WeHHHK* ΟΟὝΜΗΜΠ KaK MaTHMbI, TaK Η 


“TpaMMaTUuKy MY3bIKH" , OHaKO 
HeyMorTpeOuTeJIbHywWo. 


Wepemua XaikeqOHCKMH =X: ... XankeOHCKM/i MUTPONONUT 
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Maxum Bu3nit Casamobac, 
yueHnk Banacus*® 

MoaHH, Halll yauTeJib, 
ΠΡΟΤΟΠΟΔΠῚ BemuKkon 
Llepksu, yueHuK I[lana- 


fiotuca Xanag3orny*? X: ... coppemeHHHK JlaHnMa u 
Tlerpa [enonouvecckoro, Pky] 
B XVII Beke. 


Woaxum PonocckyMi, ue- 
PpOMOHAaX, yYeHHK Toro X: ... yweHuK MpoToncanta ἤἤοδη- 
xe TpoToncata Ha. 
1.20. Hoaun, npotoncant us 
PegecTtoca, MJIe¢MSHHHK 
Tepacuma [epaksencKo- 
ro, yu4eHHK Toro xe 
npotoncanta”? X: ... ygeHHK WUoaHHa προτο- 
casita. 
Akos Bu3sakTHell, ΠΡΟΤΟΠΟΔΠΤ 
Η MOM y4HTeJb. 
X: Akos Bu3aHTHell, NpoTormcant 
BenmKow Llepksu, mpeycnes- 
1WHH BO BCeX OTHOWICHHAX - HB 
HWIMOMeJINYeECKHX, ἢ B ΒΡΌΜοπο- 
THYeCcKHX TponapsAX. OH TBOPHI 
B KoHUe XVII Beka. Βεπμκο- 
ποπηΗ μι, ΞΟ ΒΗΘ wu 
€MHCTBCHHbIN, KTO ο ΗΑ ΜΌοπΠΡ- 
ΙΠῊΜ ΡῬΒΘΉΜΟΜ [3ΔΗΜΜΆΘΤΟΠΣΪ co 
CBOHMH ὙΠΘΗΜΚΑΜΗ MW ΟΟΠΆΠΆΘΤ 
ΤΟΗΚΗΜ BKYCOM. 


KocbMa, CBATOH OTell 
Hau! 
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PAHK 63 


KouctauTuy Maryn? 

Καμδαη 9 

Κορηθπμ. aboucKun 
MoHax>4 

KapByHap 

ΚΆΠΠΜΟΤ ΠΡΕΒΗΗ 55 

KoHcTaHTHH 9383 AHXHa- 
mare 

Κπημ Jlec6utickun?? 

ΚΆΠΠΜΟΤ 43 Huken 


Jles ANbMMpHOT 

Jlackapue TTuronnt-’ 

ΠΟΗΓΜΗ, MoHax?? 

Manynn, chy Kopona®? 

Manyna [436] 

Muxawt AnaHeoT®2 

Muxaun Kykyl, ΟΒΞΠΙΘΗ- 
HuK®? 

MocxnaHn®4 

Manyua Apruponyn® 

Muxana Poxnay 

Manyna Αἤαππμδηθό 

Manynn, BeIMKHH 
putop®’ 

Μαρκ Epsrennk®’ 

Mapk u3 Kopuxuda®? 

Manyun PusancKxni/? 

Manyrp’! 


X: ... ΚΆΠΠΜΟΤ Hopp u3 Huxken. 

KocbMa XnHocell, COBpeMeH- 

HHK ΠΡΟΤΟΠΟΆΠΤΟΒ MoaHHa ἡ 
ΠἸΔΗΜΠΡΙῚ 


X: Μδηγυμπ [83, μοκγοηοηπημῇ. 


X: Manyws ΦΟΚΜΔΗ 
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ΡΑΜΚ 63 


Menxncenek u3 Penecto- 
ca’? 
Μδηγηπ Xpucad?3 


MenetTuit Cunalicxnn’4 


Banacnit, ΟΒΗΙΠΘΗΗ ΚΙ" 
Μδηγμπ Tyr? 


.1.20 ΗμΦοη, qomectuk Ημκη- 


06. 


dop Ητηκ, Hepomo- 
Hax’? 
Huxonali, n0oMecTHK’® 
Hacdavaun HuxelicKknn’? 
Hukonan TpamMyHiau, 
npotoncanr c Pogoca®? 
Hukonaw AcaH, κηπ- 
pnot®! 
Hukonan ΑΠΡΗΔΗΟΠΟΠΡ- 
CKMH, YYCHHK HbIHeLLI- 
Hero ΠΡΟΤΟΠΟΔΠΤΩ. 
Huxonan Tpane3yHickui, 
YJCHHK ΤΟΙῸ Xe πΠρο- 
Toncayira 


51 3aka3 N° 2443 


X, VAT 


X: ... OH Hanmucant MHOTO MaTHM 
IIs COOCTBeHHOrTO “CTuxupaps" 


VAT, X: omcymcmeyem 

X: ... HCKYCHDIH. 

Manywa KapamMaHime, προτο- 
ΠΟΩΠῚ Benukow Lepksu B 
XVIII Beke, gopuveu, Hempes- 
30M0CHHbIN YYCHHK, CJIYKMB- 
wun cnepspa y Huxkonas J[3up- 
πῇ M3 Χμορὰ, a 3aTeM y AkoBa 
I]potoncanta. OH O4eHb Bpax- 
nopan c Teopruem ΚΡ ΤΟΚΗΜ. 


VAT, X: Huxonaw AnpuaHonosp- 
CKMH 


VAT, X: omcymcmeyem 


X: Huxkudop Xnocell, apxu- 
AMaKOH @HTHOXMHCKOTO TpoHa, 
duyionor, yueHHK AKoBa ΠΡο- 
ToncasiTa. OH npeycnes ΒΟ 4 
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PAHK 63 


Kcena Kopona®? 


MankpaTui, wepoMonax®4 
Mavncui, MoHax® 

Nan3ag Πραομηδό 

Iletp [nuxa BepuKet®’ 


TlaHatioTuc ΧΑΠΆΠΞΟΓΠΥ, Hall 
ΉΤΟ ΠΡ MW Npotoncant Bemu- 
Kol Llepxsn’’ 


eo Ee 


X, VAT 


BCCM: B ΜΗΟΓΟ ΜΟΠΘΗΗΒΡΙΧ y4e- 
HWKax, CBOCH NPHBETIIMBOCTLH, 
*KU3HEPAMOCTHOCTbW ἡ Tpyo- 
πιοδμεμδ2 

X: ... HCKYCHEHLUMH HW ὙΠΟΗΤΟΠΡ- 
HeuuIMH 


VAT: ... KoTOpbIii NepBbIM Halley 
CTHJIb "CHM- 
MMKTa . 

Iletp JlaketeMOHCKNMH, NamMOana- 
pu. OH fMpeycnes B ΜμΗροκοΐ 
My3bIKe H ycepqHO TpysAMics, 
uTOObI COEAHMHHTb 66 C ΠΟΡΚΟΒ- 
HOH. 

Ilertp Bu3saHTHell, NpeycneBuIni 
B aHAIATHYeCKHX 3amMcsax [My- 
3bIKM], KAK HMKTO ΠΡΥΤΟΥ͂. 

X: [laHawotuc Xanan3o0rny, upe3- 
ME€DPHbIN 34BMCTHHK, COBPeMeH- 
HHK Iferpa bepekeTa, yd4HTenb 
mpotoncantos MoanHa u Jayn- 
wa. 

Ilanacnh, cBsuIeHHHK WM HOMO- 
dpunak Benuxon LepKsn. 

Tlerp [πηκᾶ, no npo3suuy “Tle- 
peKeT", COBpeMeHHHK Xaa- 


COTIACOBAHHbIX 
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ΡΑΗΚ 63 


CuMeoH, ΠΔΟΟΜΗΔΚΊ Be- 
nuxon Llepxsu®? 
Codponnn Kad, περο- 
MOH&x 


51" 


X, VAT 


ΠΒΟΙΠΥ HW U3-3a 3aBHCTH - eFo 
Bpar. OH NepBbIh μβϑοῦρβπ Me- 
TOM cormlacOBaHHbIX "“CHMMMK- 


Ta . 


Ilerp, mamMOangapnu BenuKon 


llepKBM, aKeNeMOHSHHH, 3a 
cBoe ΤΡΥΠΟΠΙΟΟΗΘ NposBaHHbIh 
“BeJIHKMM . OH, ὄντ coBep- 
ICHHbIM B MHCKyCCTBe HM He- 
MpeB3IOHNCHHBIM MO CTH cpe- 
AM KOHCTAaHTHHOMONbUCB, BeECb 
ΟΥ̓ΠΆΠΟΗ MHpcKOH My3bIKe, B 
KOTOpOH Tipeycnent, KaK HHKTO 
ΠΡΥΓΟΐΪ πο Hero. Tpyasch ycep- 
QHO, 4YTOObI] "“apaH>KHpOoBaTb' 
ΚΟΘ-ὭΤΟ HM Β OOaCTH “CHMMHK- 
Ta", OH YMep OT Ξ9ΠΗΠΟΜΜΗΗ B 
KOHUe XVII Bexa. 


Iletp Bu3aHTvel, mpoToncant 


Besukon Llepksn, ΞΔΒΗΟΥΠΗΒΒΙ 
M yNpaAMbIM, Npo3paH ‘“bersie- 
0M H3-3a ero ΓΠΥΠΟΙῸ moGera 
B Poccuw. YyeHHK HU ΟΠΥΓΆ 
Iletpa u3 JlakenemoHa. OH 
lipeycniey] B KpaTMMax Η aHasin- 
THYecKOH 3 ΠΗΟΜ, KaK HHKTO 
ΠΟ Hero. 
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PAHK 63 


CrwivaH, CBALICHHHK 

Cumeou ITIcupug3” 

U3aknonyn? ! 

Mynunn Tapa? 

Moxa, ToMecTuK?? 

Xannsyp?4 

Xpuctodop Mucrtak?> 

XypMy3Hil, CBAWCHHNK”® 

Χρμοδῷ Hospi, 
Mpotoncanr Benuxon 
Llepksn?? 

XpWcaHT, HepoMoHax 
KulmpcKHH, y4eHHNK ΗΒΙ- 
HelIHero MpoToncata 


X, VAT 


X: Cumeou Mpepcxui 


X, VAT: omcymcmeyem 


X:... yieHuK WoaHHa προτο- 
micasita 


X: XYypMy3HH, πὸ Mpo3BHlly 
“Ἵ μαμαππ", ΚΒ] B XVII- 
XVIII croneTusx, yaeHHkK ΞΚο- 
Ba ΠΡΟΤΟΠΟΔΠΤᾺ ἡ yYecHbIn. OH 
mpeycnel) BO MHOrHX HOBbIX 
COUMHEHUNX. 
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KommentTapun 


1 Aracbou, 6par Kcena Kopona - Meslypr cepequHbi XIV Be- 
Ka. 

2 CssueHHuK Manyun AmMGenoKHMMoT (Μανουὴλ ἱερεὺς 

᾿Αμπελοκηπιώτης) - MepBad ΠΟΠΟΒΗΗΔ XV Beka. 
Mma Angapea Curupa ynoMHMHaeTca yoxKe B pyKOMNcax Nep~ 
BOK ΠΟΠΟΒΜΗΒΙ XV Beka; cM., HampHMep: Codex Konstamonitus 
δό (Στάϑης Ip. Τὰ Xeipdypaga... A, 660,663-664), Codex 
Atheniensis 2406 (Velimirovic M. Byzantine composers in MS 
Athens 2406, 15, 18). 

4 Menochl AHIpoHHkKa BCTpeyaloTca y2xKe B pyKONINCAX Mep- 
BOH MONOBHHbI XV Beka, cm.: Codex Docheiarius 336 (Στάϑης 
Ip. Τὰ Χειρόγραφα... A, 396), Codex Atheniensis 2406 (Velimirovic 
M. Byzantine composers... 15). 

> B katranore Kupwsuia yka3biBaloTca Ba Meylypra c HMeHeEM 
AqdbaHacuit (OTHOCHTeJIbHO TpeTbero - KoHcTaHTMHOMONbCKOTO 
naTpMapxa - Bce ACHO): ONMH O6o03HayaeTcA KaK "MOH@X” , a 
ApyroH - Kak ‘acbOHCKHMH MoHax" (cM. KatTajior HeCKOJIbKO 
HwHxe). B pyKONMcHOH TpaqnMuMH Han6omee H3BeECTHbI TakxKe 
aBa AdaHacua. OnHOTo M3 HX B ΡΥΚΟΠΜΟΙ͂Χ COMmpoBoxTalor 
TakHe JaHHble, Kak Ἰβηρίτης - Codex Xeropotamus 275, f.124r, 
Codex Docheiarius 339, f.185v., ᾿Αϑανάσιος ἐν τῆς Μονῆς 

Ἰβήρων - Codex Xeropotamus 317, f.129v., ᾿Αϑανάσιος ἡγού- 
μενος Μονῆς Ἰβήρων - Codex Docheiarius 332, f.113v. (Στάϑης 
Ip. Τὰ Xeipoypaga... A, 37,139,385,423). [pyro AcbaHacnit B 
9TOM OTHOIMCHHH ΠΟΠΗΟΟΤΡΙῸ Ge3IMKMH, XOTA pemMapka [p. 
Cratuca (Τὰ Χειρόγραφα... A, 699) ΓΟΒΟΡΗΤ Ο TOM, 4TO 95ΠΗΤΕΟΤ 
ἁγιορείτης OH OTHOCHT ΚΟ BTopomy AdaHacuw v3 KaTayiora 
Codex Xeropotamus 318. B pe3ynbTate monyyaetcs, ὍΤῸ o6a 
AdbaHacHws - apoHcKHve MOHaxH, TONbKO ΠΟΡΒΒΙ u3 MsepcKoro 
MOHACTBIpA, ΤΟΙΠᾺ KaK OTHOCHTeJIbHO BTOPOTO HeJIb3H CKa3aTb 
HMYero ONpenenteHHOro. Bpema %XH3HM ΠΘΟΡΒΟΙῸ 5,3 HHX Ip. 
CraTvc oTHec k pyOexy XIV-XV BB. (Σσάϑης Tp. Ἢ Δεκα-- 
πεντασύλλαβος... 108). Bpema xe xXH3HM BTOporo ycTaHOBNTb 
loKa He ΠΡΕΠΟΤΑΒΠΉΘΤΟΣ BO3MOXHBIM. OTcioga chelyeT, 4YTO HE 
TaK MpocTo MOHATb, K KakoMy Μ3 AdaHacnesB ΚΗΡΗΠῚ oTHOCHII 
ompeyzeneHve “MOHax’ , a K ΚΆΚΟΜΥ - "adOHCKHii MOHAaX” . 
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6 OyeBHaHO, NMoApa3syMeBaeTCA DOMecTHK DeodunakT Apmn- 
ponyn (Θεοφύλακτος ᾿Αργυρόπουλος), HMA ΚΟΤΟΡΟΙῸ MO XHO 
HaHTH yXe B HOTHPOBaHHBIX PYKOMHCAX ΠΟΡΒΟΪ NONOBMHbI XV 
Beka; CM., HampHMep: Codex Konstamonitus 86 (Στάϑης Tp. Τὰ 
Xeipdypagpa... A, 660, 666), Codex Atheniensis 2406 (Velimirovic 
M. Byzantine composers... 15). 

7 Tp. CraTvic nomeilaeT wepoMonaxa AH®UMHA B KOHEL 
XVI - Hayano XVII BB. (Στάϑης Tp. Ἢ Δεκαπεντασύλλαβος... 
110-111). Ho ecmu sTo ToT Xe HepoMoHax AH(UMHH, K HMeHH 
KOTOporo HepenKO ΠΟΟΆΒΠΗΙΟΤ SMMTeT ἁγιορείτης (ὍΒΗΤΟ- 
ropckuii" , ΤΟ ecTb co "Csaatoh Topp" , c Ad@oua), 160 δομέσ-- 
τικος τῆς Λαύρας (domecTHK JlaBpbr), πηδο Λαυριώτης (MOHax 
ΠΆΒΡΡι), 1460 ἡγούμενος Λαύρας Ev τῷ ᾿Αϑῳ (uTyMeH {ΠΠ|ΆΒΡΒΙ 
Ha Aqoue) (cm: Στάϑης Tp. Ta Χειρόγραφα... A, 700), To ero 
COUHHEHHMA BCTpeyaloTCA B pYKOINIMCAX HaMHOTO paHpllle, c 
caMoro Hayana XVI BeKa, cM., HampuMep: Codex Xeropotamus 
269 (Ibid., 22). 

8 Wepomonax ApceHnit-miagquimi - memypr Havana XVIII 
Beka. 

9 Adanacnit V Haxogwica Ha NaTpnapuiem TpoHe c 1709 no 
1711 rr. Ho stToro oH 6511 MUTpoNONNTOM TbIpHOBO, πρμῦπη- 
* 3MTeJIbBHO c 1687 no 1692 rr., H ΜΗΤΡΟΠΟΠΗ͂ΤΟΜ ΑΠΡΗΔΗΟΠΟΠΗ c 
1692 no 1709 rr. (cM.: Χατζηγιακουμὴς M. Xeipoypaga... 40) 

10 Cm. KomMeuTapni 5. 

11 AHTOHWMM - MacTep ΠΕΡΒΟΙ͂ ΠΟΠΟΒΗΗΒΙ XVIII Bexa. Οὔ 
9TOM CBHeTeJIbCTByeT HamvcaHHbInW B 1724 rony AHTOHHeM 
Codex Iveron 968 (Στάϑης Tp. Τὰ Χειρόγραφα... A, ν᾽). 

12 BnonHe BO3MOXHO, 4TO 3TO TOT Bapdbonomel - MOHaXx ἡ 
NoMecTHK ΠΆΒΡΡΙ, ΚΟΤΟΡΒΙΠ B 1377 roxy Hanucan Codex Lavra 
I 178 (Χατζηγιακουμής M. Χειρόγραφα... 81). 

13 Jlomectuk Tpuropnii Tnmka - Menypr aOoKyKy3eJIeBcKon 
5ΠΟΧΗ. M3pecTHo ero mecHoneHHe "Πάντων τῶν cylav" , co3- 
aHHoe B TIepBOM Hxoce M “apaHoKMpoBaHHoe” yxe MoaHHom 
Kyxy3esem: Codex Dionisius 569 (Στάϑης Ip. Τὰ Χειρόγραφα... B, 
695). 

14 Γροργηΐ ΚΟΗΠΟΠΕΤΡΗ ΗΠ B ΠΕΡΒΟΪ nosoBuHe XIV 
Beka. 

15 Teoprnii Manaper - Menypr mepsoi ΠΟΠΟΒΗΗΒΙ XIV Beka. 
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16 Mouacthipp Kcantonynos ΟΡ ocHoBaH B KoHcTaH- 
MHonone B KoHUe XIV sexa (cm.: Janin R. La géographie 
historique de l!'empire byzantin, 1/3: Les églises et les 
monasteres. Paris1963, 378). CounHeHusa Tasppwuna 43 MOHa- > 
TbIPA ΚΟΔΗΤΟΠΥΠΟΒ BCTpeyaloTcs] yKe B pyKOMWcax ΒΤΟΡΟΐ 
MOJOBMHbI XV BeKa, CM., HalpuMep: Codex Xeropotamus 383 
(Στάϑης Γρ. Ta Xeipdypaga... A, 292, 294-295). Πρεκ- 
NONOXUTENIbHO, 3TO TOT CaMbIM HMepoMoHax [ἌΒΡΗΜΗΠ - aBTOp 
3HAMEHMTOIO TpakTaTa MO TeOpMH MY3bLIKH, OTPbIBKH 43 
KOTOporo HeEOAHOKpaTHO ΠΗΤΗΡΟΒΆΠΜΟΡ B HacTosujen KHHTe 
(Hannick Ch., Wolfram G. Der Verfassser des Traktates// Gabriel 
Hieromonachos. Op. cit., 17-21). HetictsurenbHo, ΤΌΚΟΥ 3TOTO 
TpakTaTa cCOepxKHTCA B 3HAMCHHTOM Codex Dionisius 570, 
CO3HaHHOM MoaHHom I[Is1ycuaqvHoM B KOHLe XV Beka. 

17 Counnenua Teoprus Cryponyno cogepxatca yxe B 
Codex Konstamonitus 8&6, MaTupyroiwlemMca ΠΕΡΒΟΙ͂ NOoNoBHHo 
XV seka (Στάϑης Tp. Ta Χειρόγραφα... A, 664), u B KomeKce 
Toro ΚΘ mepnoga Codex Atheniensis 2406 (Velimirovic M. 
Byzantine composers.. 17). 

18 ξβθοτηο, yro Tpuropui byw Anat Β 1437 rogzy 
Hanucan Codex Sinai 1269 - Στάϑης Ip. Ta Χειρόγραφα... A, μϑ', 
cM. Takxe Vogel M., Gardthausen V. Die griechischen 
Schreiber... 92; Patrinelis Ch. Protopsaltae, Lampadarii, and 
Domestikoi... 148. 

19 Stor Tepacum ΗΠ B ΠΕΡΒΟΪ NonoBuHe XV Beka. 

20 Cxopee Bcero, 3TO TO X%e caMOe HILO, yKa3aHHoe 4yTb 
BbILUe (CM. KOMMeHTapHii 16), Tak kaK MMA TOTO HepoMoHaxa 
Tappuvia B pyKOMNHCH conmpoBpoxgaeTca xapakTepvcTHKoLi 
"“punocog" (Στάϑης Tp. Τὰ Χειρόγραφα... A, 701). Hyxno 
ΠΡΘΗΠΟΠΆΓΑΤΡ, ΤῸ OHA 3aKpelWacb 38 HMM Kak 3a aBTOPOM 
TpakTaTa NO TeOpHH MyYy3bIKM, KOTOpbIH B Tla3aX ΠΡΟΟΤΒΙΧ 
ΠΕΒΊΗΧ Ob YeM-TO OJIH30K K "usocody" . OqHako ΒΠΟΠῊΘ 
BO3MOXHO, ΤΟ 3TOT TaBpunn Obl MOHAXOM-aCKeTOM, ἃ TaKHXx 
miogen B Bu3saHTHH HepeaKo TakKKe HMCHOBAJIN “punocomamn" 
(cM., HanpumMep: Μιχαήλ Ψέλλος. Xpovoypapia. Μιχαὴλ A, 36). 

21, TeHHagMu 43 AHxHasia KH B Hayane XVII Bexa. 

22 ΓΆΒΡΗΗΠ 3 ΑΗΧΗΆΠΆ TakxkKe KH B Hayate XVII Bexa, 
cM.: Εὑὐστρατιάδης Σ. Θρᾷκες Movoikoi//EEBE 12, 1936, 50-51. 

23 Tpnnsitast dbopata - Γεώργιος Πλαγίτης. 
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24 VWi3BecTHO TONbKO, YTO OH XW DO mageHua ΚΟΗΟΤΔΗ- 
THHONONA, CM.: ξύστρατιάδες Σ. Θρᾷκες Μουσικοί 52. 

25 ΠρΘΠΠΟΠΟΣΚΤΘΠΒΗΟ, ΠΟΙ͂ MMeHeM “MoHaxa TepMaHa" B 
PYKOMMcAX U3NaraIuch Mpou3sBeqeHHuA KoHcTaHTMHOMOIbCKOTO 
llaTpHapxa TepMaHa (715-730). MspecTubi ero TeKCTbI, ποπο- 
XKCHHbI€ Ha My3biky (cM.: Στάϑης Ip. Ἢ Δεκαπεντασύλλαβος... 
48, 50). Hexoropbie pykonucw ynoMHHaWwT MaTpvapxa TepManHa 
M Kak MeJlypra: Codex Docheiarius 33] (sTopaa NonoBuHa XV 
Beka), Codex Docheiarius 334 (1726 τ. ), Codex Panteleimonus 
905 (meppan nonopuHa XVIII Β. ), cm.: Στάϑης Ip. Τὰ 
Xeipoypaga... A, 187-188, 380, 391. OnHako geiicTBUTeNbHO ΠΗ 
OH ABIS€TCH AaBTOPOM MEJIOCOB 3THX MeCHOMeHHi, OcTaeTcs 
HO OONbLIMM ΒΟΠΡΟΟΟΜ. 

26 Teopruii v3 Pegectoca 3aHMMall ΠΟΠΣΚΗΟΟΤΡ ΠΑΜΟΆΠΔΡΗΣ 
Bennxon LlepKsn npnoOnusutTenbHo c 1611 no 1629 rm, a 
mpotoncasta - c 1629 no 1638 rr. (Patrinelis Ch. Op. cit., 150). 

27 PacupeT (ἀκμὴ) HeATeEMbHOCTHM 9ΤΟΙῸ ΒΒΙΠΔΙΟΙΠΟΤΟΟΣ Me- 
mypra npHxozMtcs Ha 1660-1685 rr. 

28 Tumutpuit JlokuaH pa6otan B Nepsoli nonopuHe XIV 
Beka. 

29 ὍΤΟΤ JlyKa ynomnuaeTca B ΡΥ̓ΚΟΠΗΟΣΧ Κακ Ἰωάννης 
Δούκας ὁ Λαοσυνάκτης, ἁγιοσοφίστης (οΜμ.: Στάϑης Ip. Τὰ 
Χειρόγραφα... A, 706), ἃ B Codex Docheiarius 323 (οΚοπο 1835 τ.) 
OH ΒΗΔΊΗΤΟΣ Kak Δούκας 6 ἁγιοσοφίστης Ἰωάννης ἱερεὺς ὁ 
Πρωπολᾶς (1014., 370). Ero MeJsIocbl yxKe ΠΡΗΟΥΤΟΤΒΥΟΤ B 
pykKormMcu cepequHbI XV B. Codex Atheniensis 2406 (Velimirovic: 
M. Byzantine composers... 16). 

30 OctTaeTca TONbKO oragbiBpaTbes, KaKoli JlaHuna 30ecb 
Mowpa3syMeBaeTca Kak "peBHHM'. BnonwHe BO3MOXHO, 4TO 3TO 
aBTOp BCTpeYarolMxca B PYKOMNMCAX CEMH MpOKMMCHOB ΗΘΠΕΠΗ. 
OnHako He HCKIIOYVEHO Takxe, UTO peyb HTCT O KaKOM-JIn60 
ΠΡΎΤΟΜ Jlanunne. Beab B pyKOMMCAX YacTO ObHapyKMBAaIOTCA 
Me€CHONeCHHA, ΠΡΗΠΗΟΒΙΒΔΙΟΙΠΉΘΟΣ, HanpuMep "MoHaxy J\aHH- 
wy’. Ho, Κα coxasleHHIO, MOKa HeEBO3MOXHO yCTaHOBUTb He 
TOJbKO ΚΟΙΠᾺ KH 3TOT “MOHax JIaHMW" , HO ἢ ΠΡΗΗΔΠΠΟΣΚΩΤ 
JIM BCe 3TH MeCHOMeHNH OJHOMY HM ΤΟΜΥ xe "MoHaxy JlaHnysny”. 

31 [Ion uMeHem JlyKu Cuponyna B pyKONMcsXx 4acTo BcTpe- 
yaeTca "XepyBHMcKaa’, HallicaHHas B IV ΠΠΆΓΆΠΒΗΟΜ Mxoce. 
Ho ocTaeTca HeEH3BeCTHbIM, KOTa ΣΚΗΠ 66 ΔΒΤΟΡ. 
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32 Kun go nmamenua KonctanTunonons, ΟΜ.: Evorpatiadéns 
5. Θρᾷκες Μουσικοί 62-63. Velimirovic M. Byzantine compo- 
Seip... |. 

33 PacupeT TBOpyecTBa JlIamMaHa BaToreazckoro ΠΡΗΧΟΠΉΤΟΝΣ 
Ha 1680-1710 rr. 

34 Tleppoe ynomMuHaHve 06 3TomM ΠΔΉΜΗΠΕ Kak O ΠΟΜΘΟΤΗΚΘ 
ΠΡΗΧΟΠΉΤΟΣ Ha 1724 τ. B xayectBe xe παμδδπᾶρμῃη BennKkor 
LlepKsu oH cnyKun c 1740 no 1771 IT., B DOMKHOCTH Tpo- 
Toncanta - c 1771 mo 1789 rr. (cM.: Patrinelis Ch. Op. cit., 
155,161-162, 165). 

35 Cxopee Bcero, 3}ecb HMeeTCS B BUY MOHax DMeonyn, πο- 
MECTHK MOHacTBIps ManraHos (Θεόδουλος μοναχος δομέστικος 
μονῆς Μαγγάνων), *xKMBUINH B cepequHe XIV Bexa. XoTH B 
Codex Atheniensis 2406 yKa3bIBaeTCA HHOTHa ἡ Θεόδουλος μονα-- 
yoo 6e3 NobaBeHHaA καὶ δομέστικος τῶν Μαγγάνων (Velimirovic 
M. Byzantine composers... 15). 

36 CM. KOMMeHTapniit 6. 

37 Meonop Καππηκρατηῇῖ - Meypr BH3aHTHMCKO 9ΠΟΧΗ, 
cm.: Evorpatiaéns 3. Θρᾷκες Μουσικοὶ 65, Velimirovic M. 
Byzantine composers... !1, 15. 

38 Meonop Tnas - ΤΆ Κα Meslypr, padoTaBlUIMii Wo NaneHna 
KouctTaHTHHonona, cM.: Evotpatiadns 2. Θρᾷκες Μουσικοί 65- 
66. 

39 Meodan Kapnk - nepBElii W3BeECTHEIM MpoToncant (c 1577 
mo 1578 rr. ) Benuxonw LlepKsu nocne nageHua KonctTaH- 
THHONOJIA. 3aTeM OH CTan KoHcCTaHTHHOMOMbCKUM NMaTpvapxXom 
(1597 τ. ) cm.: Patrinelis Ch. Op. cit., 149. Χατζηγιακουμῆης M. 
Χειρόγραφα... 30, 184). 

40 TIpwHATO CYHTATb, YTO ΒΕΠΗΚΗΪ pedopmatop ΠΗΤΥΡΓΜΗ͂ 
BoctouHon LlepKsu ΣΚΗΠΓΠΟ-ΤΟ B nepnog c 650 no 750 rr. 

41 Yoanu [nuxka 6bin KoHcTaHTHHOMOJIbCKMM MaTpHapxoM Cc 
1315 πο 1320 IT. 

42 CyntTaetcd 4TO ΠΕΡΒΟΣ ΥὙΠΟΜΜΗΔΉΗΜΘ umMeHH MoaHHa 
Kyky3e4 3aperucTpHpospaHo B Codex Fetropolitanus 121 wu 
Codex Sinai 1256, co3qaHHbIx B 1302 un 1309 rr. 

43 Woan Batall XH B cepemuHe XV Beka; Nogpo6Hece o 
ΗΘΜ cM.: Velimirovic M. Two Composers of Byzantine Music: 
John Vatatzes and Jonh Laskaris// Aspects of Medieval and 
Renaissance Music. New York 1966, 819-821. 
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44 Buicka3bIBaeTcsa MHeHHe, 4TO MoahH Cryponyn u Teop- 
rH Cryponys - ofHO H TO xe JMO (cm. Στάϑης Tp. Ἢ Δεκα- 
πεντασύλλαβος... 132). Ero co¥wMHeHHA comzepxKaTcAH yxe B 
pykonucsx MepBok NonOBHHbI XV Beka, HanpuMep, B Codex 
Konstamonitus 86, f-184v. - 191, com.: Στάϑης [p. Τὰ Χει- 
poypapa... A, 664. Cm. TakxKe KOMMeHTapuit 17. 

45 YoaHH Ypannot ΧΚΗΠ B MepBolt nomoBMHe XV Bexa (cM.: 
Στάϑης Tp. Ἢ Δεκαπεντασύλλαβος... 106-107). 

46 ΜΟΔΗΗ Κπαπ ραδοτὰπ Ha pyOexe XIV-XV ΒΒ., ομ.: Veli- 
mirovic M. Two Composers of Byzantinne Music... 820-821. 

41 1429-1500 rr., cm.: "OObscHeHMe uckyccTBa" Moanna 
IInycnagnHa ". 

48 B pyKOMMcsAx OH Yallle YNOMHHAeTCA Κακ Ἰωακεὶμ Βιζύης 
ἀρχιερεύς, ὁ [I] αλαμπάσης. YMep B 1720 rony. 

49 Yoanu Tpane3yHacknit. Mepspoe ynomMHaHue 0 HEM KaK 
O OMecTHKe OTHOCHTCS! K 1727 Tony; BbINONHAN o6s93aHHOCTH 
NamOanapus c 1728 no 1734 rr., 6bIn Nporoncantom BesmuKon 
ΠΟΡΚΒΗ c 1736 no 1769 rr., (cm.: Patrinelis Ch. Op. cit., 153- 
154,161,165). 

50 06 Ξ9ΤΗῊΧ Menyprax cM.: ξὐστρατιάδης 5. Θρᾷκες Μουσικοί 


51, 67-68. 

51 Kocbma Μαβιομοκμῇ - BH3aHTHcKHH πο91 py6exa VII- 
VIII ΒΒ. 

52 ΚΟΗΟΤΔΗΥΜῊ Maryn - Menypr neppoli ΠΟΠΟΒΜΗΒΙ XIV 
Beka. 


53. B HeKOTOpbIX ΡΥΚΟΠΗΟΗΧ OH MMeHyeTcsA Kak Νικόλαος 
Καμπάνης ἡ ABISeTCH ΜΕΠΥΡΓΙΟΜ ΠΟΚΥΚΥΞΟΠΕΒΟΚΟΙ 9ΠΟΧΗ. Ero 
NpOW3BeqeHHs ᾿ΔΡΔΗΣΚΗΡΟΒΑΠ" He ΤΟΙ͂ΡΚΟ MoanH Κυκγ36 ΠΡ, HO 
ἢ οδηη Koay, cM., ΒΆΠΡΗΜΘΡ: Codex Xeropotamus 383, f.33v., 
173v. (Στάϑης Γρ. Τὰ Χειρόγραφα... A, 287, 292). 

IIpon3sBeneHua KopHenua mpycytcTeyioT yxKe 8B Codex 
Konstamonitus 86, ΠΑΤΗΡΥΙΟΙΙΘΜΟΣ NepBoh ποποβμηοΐ XV B. 
(Στάϑης Ip. Τὰ Xeipdsypaga... A, 663), cM. Takxe: Codex 
Atheniensis 2406, f.93, 102v., 204v., 207ν. (Velimirovic M. 
Byzantine composers... 167) 

55 BnonHe BO3MOXHO, YTO 3Π60}» Nogxpa3symepaetcs Κάλλισ- 
τος ἱερομόναχος, ὁ [Μ]προύσαλης. Ho, K coxaneHnio, Ο 
ΒΡΘΜΘΗΗ 6ΓῸ KH3HH HEJb3A CKAa3aTb HHYEFO ΟΠΡΟΠΕΠΘΗΗΟΓΟ. 

56 KoHcTaHTHH 43 ΔΗΧΗΆΠΕ XH B KoHUe XVI Beka. 


810 


57 Knum JlecOuiicknit - menypr nepspoi monosnHb! XVII 
Beka. Unaye ero Ha3bIBain Takxe ἱερομόναχος Μυτιληναῖος. 
58 YoanH JlacKapue - 3HaMeHHTbIii MacTep pyOexa XIV-XV 


BB. 
59 Ero couMHeHMe NPHCyTcTByeT B PyKOMMCH cepeqHHbI XV 
BeKa Codex Atheniensis 2406 (Velimirovic M. Byzantine 
composers... 17). 

60 Stor ΜΔΗΥΗΠ KM B CepeaqnHe XIV Beka. 

61 Manynn Ta3 pa6otan B nepBoii nonopuHe XV Beka. 

62 CymiecrsyloT 2Ba BapMaHTa: “Avewtng WH ᾿Ανανεώτης. 
EMMHCTBEHHOE ΟΒΜΠΘΎΘΠΒΟΤΒΟ O06 3TOM Meypre, KOTOPbIM 
pacnonaraeT celyac Hayka (pa3yMeeTcH, 3a HCKIIIOYeHHeM 
HEKOTOPbIX ΠΟΟΗΟΠΘΗΜΠ, MPHMMChIBAIOLUMXCA B pYKOTIMCAX 
Muxawy Aneoty), - yrnepkaieHHe Manynna Xpucada (cM. 
KOMMeHTapHin 5 K “OObsicHeHuO McKyccTBa” VoanHa IInycna- 
MuHa’). CnenopatenbHo, AHeOT KM πὸ Havana XIV Beka, To 
ecTb πὸ Woanna ἵπμκη. 

63 Wuorga ero Ha3biBanh Μανουὴλ Κουκουλᾶς. OH ΗΠ B 
nleppoh monopnHe XIV pexa (cm: σΣτάϑης Tp. ‘H 
Δεκαπεντασύλλαβος... 107-108). 

64 W3pecTup! πΒὰ Mocxuana - Teopruit wv ΚΟΗΟΤΔΉΤΜΗ. O6a 
OHH XKWIM ΠΟ NageHvs ΚΟΗΟΤΔΗΥΜΗΟΠΟΠΕ (cm.: Velimirovic M. 
Byzantine composers... 15,16,17) 

65 Mayyun AprMponyn x B ΠΕΡΒΟΪ MomoBuHe XV Beka. 

66 Manyun AlianmvaH - Merypr ΒΗ3ΞΔΗΤΗΜΟΚΟΪΪ 5ΠΟΧῊ (οΜ.: 
Velimirovic M. Byzantine composers... 17). 

67 W3pecTeH aBTorpad sToro Manymia, HanucaHHbilt B 1546 
romy, cM.: Vogel M., Gardthausen V. Die griechischen 
Schreiber... 275. 

68 Mapk EsreHiK ΧΚΗΠ B cepequHe XV Beka. 

69 Mapk 938 MOHacTbIps ΚΟΔΗΤΟΠΥΠΟΒ, ΒΠΟΟΠΟΠΟΤΒΜΗ 
MUTporomMT KopuHda. M3s8ecten ero astorpad 1434 roga, ΟΜ.: 
Eustratiades S., Arcadios Deacon. Catalogue of the Greek 
Manuscripts in the Library of the Monastery of Vatopedi of 
Mount Athos, 238, Ne 1527. 

70 TIponsBeqeHua Manyuna PuBanckoro ΠΡΗΟΥΤΟΤΒΥΊΟΤ yxe 
B Codex Konstamonitus 86, HaTupylOuleMcA ΠΟΡΒΟΪ NOMOBHHON 
XV 8. (Στάϑης Ip. Τὰ Xeipoypapa... A, 661,664). 

7! Mezop Manyrp - Mactep ΒΤΟΡΟΪΪ ΠΟΠΟΒΜΗΒΙ XIII Beka. 


811 


pr 


72 Menxucezek 6bLI emcKorioM Pegectoca c 1620 πο 1628 
Ir. (cM.: Evotpariadns 5. Θρᾷκες Movoixoi 70). Wspectua 
Takxe HallvcaHHas ΗΜ B 1618 r. pykonuch Cruxupapa 43 MO- 
HacTbIpa Takcuapxos (ee omvcaHuve cm.: Χατζηγιακουμὴς M. 
Xeipoypaga... 124-125). 

73 Pacuger geatembHoctu Manywna Xpucaha npuxogutca 
Ha 1440-1463 rr. ΟΠΜῊ u3 ero aBTorpados - Codex Iveron 1120 
- MaTupyetca ΜΙΌΠΕΜ 1458 r. (cm.: Lambros S. Catalogue of the 
Greek Manuscripts on Mount Athos. Vol. 1. Cambridge 1900, 
252), a Opyrou - Codex Seraglio 15 (Β ΚΟΗΟΤΔΗΤΗΗΟΠΟΠΕ) - 3a- 
BepuieH 29 μπῇ 1463 ΓΤ. (cm.: Vogel M, Gardthausen V. Die 
grieshichen Schreiber... 282). 

74 B rpeyeckoH pyKOMHcHOM ΤΡΆΠΜΠΜΗ cyllecTByIOT ΠΒᾶ 
Menetusa CuHalickux. ΟΠ H3 HAX MMeHyeTCA παλαιός (MpeB- 
Huu): Codices Panteleimoni 928 wu 1003 (cm.: Στάϑης Tp. Τὰ 
Xe1poypapa... B, 228, 404). Bpema ero KXH3HM Hen3BecTHO. Bpe- 
MA XXW3HM Apyroro MeneTua CuHalicKoro OTHOCHTCA KO BTO- 
poH nonopuHe XVII Beka (cm.: Στάϑης Tp. Ἢ δεκα- 
πεντασύλλαβος... 120-121). 

75. Banacui - vepeii uw HOMOdusaK BenuKon LlepKsn, pac- 
I[BeT J€ATENbHOCTH KOTOpOro ΠΡΗΧΟΠΉΤΟΙΣ Ha 1670-1700 rr. 

76 Manyun Tyr - mpotoncant u3 Deccanonnx. Ero asto- 
rpad - Codex Iveron 1094 - naTupyetca 1700 rogom (Lambros δ. 
Catalogue II, 250). IIpennonaraetca, ῬΤῸ oH KM B Deccano- 
HuKax HW mocne 1720 r. (cm.: Χατζηγιακουμής M. Χειρόγραφα... 
41). 

77 Huxudop Uruk ΗΠ B Kone XIII Bexa. 

78 Tpeyeckaad pyKONHCHaA ΤΡΆΠΗΠΙΜΗ 3HaeT DJOBONbHO MHOro 
MeJIyproB, HOCMBIIMX MMA Hukonan. Ho 3Π60}, ckopee sBcero, 
MMeeTca Β BHAY Hukonaw KamMOaH, yxe yMOMHHAaBILIMHCA B 
KaTayiore He€CKOJIbKO ΒΡΙΠΙΟ. Beab 3STOT ΜΕΠΥΡΙ BbICTyMaeT B 
pyKoMmMcax WM Kak "goMecTHK HuKkonah" , “u Kak "“KamMO6Oan" . 
Ilostomy uw B Karanore Kupyana oH oKasaJicaA ΠΡΟΠΟΤΆΒΠΘΗ 
ΠΒΆΣΚΠΡΙ. 

79 Bynyau eile ΜΕΡΟΜΟΗΆΧΟΜ, Ηδῷδηαμπ Huxkeiicknii Ha- 
mucan B 1650 rony Cruxupapb - Codex Iveron 954 (co.: 


Χατζηγιακουμής M. Xeipoypapa... 128-129). 


80 TIpennonoxeHHe © cMbicle Mpo3sBnila "Τραμουντάνης" 
cM. B cTaTbe Velimirovic M. Byzantine composers... 11, cHocka 
9. 

81 Hyxonali AcaH ΗΠ B KoHule XIV - Hayane XV BB., CM.: 
Στάϑης Tp. Ἢ Δεκαπεντασύλλαβος... 94-95. 

82 KaxkeTca, Β TaKMX ΒΟΞΒΒΠΠΘΗΗΒΙΧ ΟΠΌΟΒΩΧ caM ΠρΡΘΙ͂- 
cTaBlaeT ceOa 4YNTaTeIIO Hukudop ΚΑΔΗΤΥΗΜΆΡΗΟ - ΟΟΞΠΆΤΟΠΡ 
Katanora u3 Codex Vatopedi 1427 u, Bo3MOxXHO, H3 Codex 
Xeropotamus 318. 

83 Kcena Kopona - 3HaMeHuTBIM coyyeHuk Moanna Kyxky- 
36 ΠΞ M yyeHHK WoaHa Inuku, XMBLUIMM B ΠΕΡΒΟΪ ΠΟΠΟΒΗῊΗΘ 
XIV Beka. 

84 Stor MaHkpaTuii ΚΗΠ B XVII sexe. 

85 BunumMo, noxpa3yMeBaetca ToT Ilancuii, necHoneHHa Ko- 
Toporo BCTpeyaloTcA yxKe B pykKorMcax XVI Beka, HampuMep: 
Codex Xeropotamus 273 u Codex Docheiarius 336 (Στάϑης Ip. Τὰ 
Χειρόγραφα... A, 32, 402). Bce ocTanbHbie ΠΆΜΟΜΗ - Oonee 
ΠΟΞΠΗΜΘ UW He MOMIM MonacTb B KaTanor Kupwzia. 

86 ΠῸ pykKoNMcaM M3BecTeH KaK Μιχαὴλ τῆς Πατζάδος. B 
TiaMATHHKe ΒΤΟΡΟΪ MOJOBMHbI XV Beka - Codex Xeropotamus 
JSF - efO NecHONeHHA DaHbl yxKe B “"apaHxupoBKe” VYoaHHa 
Kyky3eu14. CileqoBpaTebHO OH TakKxKe OTHOCHTCH Κα MeJIypraM 
MOKYyKy3ejIeBCKOFO Nepnona. 

87 PacilBeT TBOPYeCTBa 3TOTO 3HAMEHHTOIO MacTepa ΠΡΗΧΟ- 
autca Ha 1701-1725 rr. 

88 TlearenbHocth IlaHatiotuca Xanag3ormy mpotekana c 1703 
πο 1748 rr. (mogpo6Hee o Hew cM.: Χατζηγιακουμὴς M. 
Χειρόγραφα... 42-43. Patrinelis Ch. Op. cit., 152,160,164-165). 

89 B Codex Panteleimonus 938 (kone XV B. ) ΠΡΗΟΥΤΟΥΒΥΘΤ 
Takoe 3ΔΓΠΑΒΗΘ: "ποίημα tod Λαοσυνάπτου τῆς ἁγίας ἐκκλησίας, 
οὗ τὸ ἐπίκλην τῆς Ψηρίτζας" (Στάϑης Γρ. Τὰ Χειρόγραφα... Β, 
245) - ᾿σουμηθημξε πΠδΟΟμΉΆΠΤΑ ΟΒΗΤΟΙΪ Llepksu, ΠΡΟΞΒΜΗΙΘ 
ΚΟΤΟΡΟΙΓΙῸ IIcupya3". 3Η2|ΔἼΡΤ, HYKHO ΠΥΜΆΤΡ, 4TO 30ecb ΠΟΠΡδ- 
3YMEBaeIcA MeJIYpr, M3BeECTHbIM MO pyKONMMcaM Kak Συμεὼν 
Ψηρίτζης. OH TakxKe OTHOCHTCA K IWieage MacTepoB JOKyKy- 
3eneBCKOorO MepvMofa, TaK KaK ero MpoM3BeqeHHA "“apaHoKV- 
poBamM" VMoaHH Kyxy3e1b, KceHha KopoHa uw apyrue Oonee 
ΠΟΞΠΉΜΘ My3bIKaHTbI (cM.: Στάϑης Tp. Τὰ Χειρόγραφα... A,293, 
B, 17,587,696, 734). 
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90 He cnyuaiiHo coctaButenb Katanora, 1310xKeHHOrO B Co- 

dex Xeropotamus 318, W3MeHHN Συμεὼν Ψηρίτζης Ha Συμεὼν 
TBnpitns. Kak ΒΗΠΗΟ, OH yxe 3HAJI TO, O YeM He AOragblBanca 
Kup: ato Cumeou Iicupvua3 4 Cumeou saocuHakT Benukolt 
Lepksu - OHO H TO Xe AMMO (cM. Πρεπριπ μη Kom- 
MeHTapHn). Ilostomy 4ToObl] aHHYIMpOBaTh NMOBTOpeHHe, OH 
ΟΠΘΠΆΠ cBoe HcnpaBieHve. ΟΠΗΔΚΟ B HallieM pacnops>KeHHH 
HeT HHKaKHXx CBeqeHHH Oo CumMeoHe VMBepcKom. 

91 οδηη Jisaknonyn - Menypr ΒΤοροΐ ποποβμηβι XIV 
Beka. 

72 Mununn Tapan - Menypr nepBow Ποποβμηβρι XV Beka. 

23 Moka - MOMeCTHK HW παμδεπαρμῇ Βεπηκοΐ LlepKsn BTo- 
poH MoNOBHHbI XVI Beka (cM.: Vogel M., Gardthausen V. Die 
griechischen Schreiber 44; Patrinelis Ch. Op. cit., 159). 

94 XanMByp 2H BO BTOpoH NonosBuHe XIV Beka. 

95 Xpucrodop Muctak - MacTep BTopoi nonoBHHbI XIV Be- 
Ka. 
956 PacuBeT eaTenbHOCTH XypMy3HA ΠΡΗΧΟΠΉΤΟΙ Ha 1690- 
1720 rr. 

27 PacubBeT JeaTenbHOcTH Xpucada Hosoro - 1650-1685 rr. 
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Translation 
RAIC 63 X, VAT 
Fol.19. The alphabetic catalogue The catalogue of those 
of those who were versed in who in different periods of 
this music in different periods time were versed in church 
of time music and something about 


their location *. 

‘Agathon, the brother of 

Xenos Korones! 
Ambelokipiotes2 VAT: absent 
Andreas Sigeros? 
Arcadios, monachos 
Andronikos* 
Athanasios, monachos? 
Argyros of Rhodos® 
Anthimos, 

hieromonachos’ 
Arsenios the junior, hiero- 

monachos® 
Athanasios, the Patriarch 


of Constantinople, a : 
pupil of Balasios? X: .. of Balasios of nomophylax 


Athanasios, monachos of XVI ς. 
Athos!® 
Ananias, hierodeacon, a 
pupil of lToannes, the 
present protopsaltes. X, VAT: absent 
Antonios, the holy and the 
great oikonomos, a pupil 
of Jieremish Chalcedo- 


nos!! X: .... Chalcedonos, metropolitan 
Venediktos, domestikos of οἵ the end of the XVI c. 
Karakallos 


* The last phrase is from X. 
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Bartholomaios, 
monachos!2 

Gregorios Glykes!3 

Georgios Kontopetries!4 

Georgios Panaretos!> 

Gabriel, hieromonachos of 
Xantopoulos!6 

Georgios Sgouropoulos!? 

Gregorios Bounes Aliates, 
hieromonachos!8 

Gerasimos Chalkeopoulos, 
hieromonachos!9 

Gabriel, hieromonachos 
and philosopher2° 

Gennadios of Anchialos?! 

Gabriel of Anchialos?2 

Georgios Plagites?3 

Georgios, protopsaltes of 
Ganos?4 

Germanos, monachos2> 

Georgios of  Raidestos, 
protopsaltes of the Great 
Church? 

Germanos of New Pat- 
ras 


X, VAT 


X, VAT: absent 


X 
X 


: ... [who lived} in the XV c. 


: ... [who lived] at the beginning 
of the XVI century, the author 
of “The Sticherarion" named af- 
ter him and many other mathe- 
mata, a pupil of the Holy 
Mount, who successfully adop- 
ted the art of Constantinople. 


Georgios the Cretan, [who lived] 
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in the XVII and in the present 
XVIII centuries, a pupil of 
Iacovos Byzantios, protopsaltes 
of the Great Church. He is the 
only one who, in the current 
century, 
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Fol. David, monachos 
19v. Demetrios Dokeianos, a 
pupil of Koukouzeles?® 
Doukas, Laosynaktes?? 
| Dionysios, monachos 
Daniel the Ancient?° 


Demetrios of Raidestos?? 

Damianos of Vatopedi*? 

Daniel, the present lampa- 
darios and a pupil of 
Protopsaltes Panayiotes*4 


Doukas Syropoulos?! 


Eunouchos, _protopsaltes 
of Philanthropinos 
Zacharias, protopsaltes of 
Kyzikos, 


52. 3akaa N° 2443 817 


X, VAT 


succeeded in music among the 


citizens of Constantinople. 


Gregorios, lamapadarios of the 


Great Church, the educated 
pupil of many [teachers], and 
eventually a pupil of Georgios 
the Cretan. He has not been 
surpassed [by anybody]. 


X, VAT: Daniel the New 


X: Daniel, protopsaltes of the 


Great Church, a pupil of proto- 
psaltes Panayiotes Chalatzoglou, 
[who lived] in the XVII century. 
He is the only one who was 
thoroughly versed in music and 
in exercising “symmikta" . “Sym- 
mikta" is a combination of divi- 
ne and secular music. 
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the nephew of Ananias 
of Kyzikos, a pupil of 
the present protopsaltes 
loannes 


X: Zacharias Chanentes, [who lh- 
ved| at the beginning of the 
XVII century, a pupil of many 
[teachers], who remained unsur- 
passed in church music. He was 
remarkably versed in_ secular 
music [as well]. 


Theodoros Agallianos 
Theodoros Thalassinos 
Theodoulos, monachos?> 
Theophylactos 
Argyropoulos*® 
Theodoros Kallikratias?’ 
Theodoros Glavas?® 
Thomas, iereus 
Theophanes Karykes, the 
patriarch of Constanti- 


nople?? 
John of Damascus, our WAT: ... who was the first to write 
Holy Father*® [a treatise] on music. 


X: According to the legend, he 
recorded church music in the 
now existing notation for inter- 
vals. 


loannes Glykes?*! 

Ioannes Koukouzeles*4 X: ... He worked in the VIII 
century, was the first to create 
many different matemata; skill- 
ful, magnificent and the most 
eloquent [in music]. 


RAIC 63 X, VAT 


loannes Vatatzes*? 

loannes Sgouropoulos*4 

Ioannes Phokas 

loannes Ouraniotes* 

[oannes Kladas*® X: ... A pupil of Koukouzeles, 
more skillful and more magni- 
ficent than his teacher. He com- 
posed very many [chants]. 

Joasaphes, monachos, for his elo- 
quence [in music] called ‘the 
new Koukouzeles and Master’ . 

Ioannes Koukoumas the most 


magnificent. 
loannes Plousiadenos, ie- xX: ... from the Holy Mount. He 
reus*/ composed both, matemata and 
"A Grammar of Music" , though 
not in use. 
Jeremiah Chalcedonos X: ... Metropolitan of Chalcedon. 


Joakeim Byzies Salampa- 
ses, a pupil of Bala- 
sios*8 
[oannes, our teacher, pro- 
topsaltes of the Great 
Church, a pupil of Pana- 
yiotes halatzoglou*? X: ... a contemporary of Daniel 
and Petros Peloponnesios [he 
lived] in the XVII century. 
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Joakeim Rhodios, hiero- 
monachos, a pupil of the X: ... a pupil of protopsaltes Ioan- 
Same protopsaltes nes. 
Fol.20.loannes, protopsaltes 

Raidestinos, the nep- 
hew of Gerasimos He- 
rakleias, a pupil of the X: ... a pupil of protopsaltes 
same protopsaltes°0 loannes. 

Iacovos Byzantios, protopsaltes 
and my teacher. 

X: Iacovos Byzantios, protopsaltes 
of the Great Church, versed in 
everything: both in idiomelical 
and heirmological troparia. He 
worked at the end of the XVII 
century. The most brilliant, the 
most amusing and the only one, 
who with the greatest zeal 
[teaches] his pupils and has re- 
fined taste. 


Kosmas, our Holy Fa- 

ther?! 

Konstantinos Magoulas>2 

Kampanes?? 

Kornelios, monachos of 

Athos*4 

Karvounares 

Kallistos the Ancient>> 

Konstantinos of Anchia- 

los>® 

Klemes of Lesbos>’” 

Kallistos of Nikaias X: Kallistos the New of Nikaias, 
Kosmas of Chios, a contem- 
porary of Protopsaltaes Ioannes 
and Daniel. 
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Leon Almyriotes 

Laskaris Pegonites?® 

Longinos, monachos>? 

Manuel, the son of Koro- 

nes°° 

Manuel Gazes®! X: Manuel Gazes, the most skill- 

Michael Ananeotes®2 ful. 

Michael Koukoulas, iere- 

ys03 

Moschianos®4 

Manuel Argyropoulos®> 

Michael Phokianos X: Manuel Phokianos 

Manuel Agallianos®® 

Manuel, the great Retor®’ 

Markos Eugenikos®® 

Markos of Korinthos®? 

Manuel Thebaios7° 

Manougras?! 

Melchisedek Raidestinos/2 

Manuel Chrysaphes’? X; ... he composed many mati- 
mata for his own "Sticherarion” . 

Meletoios Sinaites’* 


Balasios, iereus’5 VAT, X: absent 
Manuel! Goutas?6 X: ... skillful 
Manuel Karamanles, protopsaltes 

of the Great Church in the 
XVIII century, Dorian, an un- 
surpassable pupil, who served at 
first for Nikolaos Tzirle of 
Chios, then for Iacovos the pro- 
topsaltes. He was at loggerheads 
with Geogios of Crete. 
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Fol. Nephon, domestikos 
20 v. Nikephoros Ethikos, 
hieromonachos?? 
Nikolaos, domestikos7® 
Nathanael Nikaias’? 
Nikolaos Tramountanes, 
protopsaltes of Rhodos®? 
Nikolaos Assan, a Cypri- 
ote®! 
Nikolaos of Adrianoupo- 
lites, a pupil of the pre- WAT, X: Nikolaos of Adrianoupo- 
sent protopsaltes. lites. 
Nikolaos Trapezountios, a 
pupil of the same proto- 


psaltes. VAT, X: absent. 
X: Nikephoros of Chios, archi- 
deacon of Antioch throne, a 
philologist, a pupil of [acovos 
protopsaltes. He succeded in 
everything: in his numerous pu- 
pils, in his affability, cheer- 
fulness and diligence®2. 
Xenos Korones®? X: ... the most skillful and entran- 
cing. 
Pankratios, hieromona- 
chos®4 
Paisios, monachos®> 
Patzadas Prasinos®® 
Petros Glykes Bereketes®’. WAT: ... who was the first to dis- 
cover the style of the coor- 
dinated “symmikta" . 
Petros of Lakedaimon, lampa- 
darios. He was versed in 
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secular music and laboured hard 
to unite it with church music. 
Petros Byzantios, more versed in 
analytical records [of music] 
than anyone else. 
Panayiotes Chalatzoglou, X: Panayiotes Chalatzoglou, ἃ 


our teacher and proto- very envious person, a contem- 

psaltes of the Great porary of Petros Bereketes, the 

Church®8 teacher of protopsaltes [oannes 
and Daniel. 


Palasios, iereus and nomophylax 
of the Great Church. 

Petros Glykes, nicknamed “Pere- 
ketes", a contemporary of Cha- 
latzoglou and because of the lat- 
| ter's envy, his enemy. He was 
| the first to invent a method of 

coordinated “sammikta’ . 
| Petros, lampadarios of the Great 
Church, from Lakedaimon for 

| his diligence called "the great” . 

| He, being perfectly versed in art 
and second to none in style 
among the citizens of Cons- 
tantinople, wholly devoted him- 

self to secular music, in which 
he succeeded like none else 
before him. Taking pains at “ar- 
ranging” something in the sphere 
of "symmikta", he died of an 
epidemic at the end of the XVII 
century. 
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Petros Byzantios, protopsaltes of 
the Great Church, envious and 
stubborn, was nicknamed "Fugi- 
tive" because of his stupid flight 
to Russia. A pupil and servant of 
Petros of Lakedaimon. He was 
versed in kratemata and analy- 
tical records none before him. 


RAIC 63 
Symeon, laosynaktes of 
the Great Church®? 
Sophronios of Kaphas, 
hieromonachos 


Stylianos, iereus 

Symeon Pseritzes”® 

Tzaknopoulos?! 

Philipp Gavalas?2 

Phokas, domestikos?3 

Chalivoures?4 

Christophoros Mystakon® 

Chourmouzios, iereus?® 

Chrysaphes the New, pro- 
topsaltes of the Great 
Church?’ 

Chrysanthos, 
hieromonachos of Cyp- 
rus, a pupil of the pre- 
sent protopsaltes 


X: Symeon Iberites 


X: absent 


X: ... a pupil of Ioannes proto- 
psaltes 


X: Chourmouzios, nicknamed 
“Iamalles" [who lived] in _ the 
XVII-XVIII centuries, a pupil 
of Iacovos and scholar. He was 
versed in many new compo- 
sitions. 
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Comments 


1 Agathon, the brother of Xenos Korones is a melourg of the 
middle of the XIV century. 

2 Tereus Manuel Ambelokipiotes (Μανουὴλ ἱερεὺς ᾿Αμπε- 
λοκηπιώτης), the first half of the XV century. 

3 The name of Andreas Sigeros is mentioned already in the 
manuscripts of the first half of the XV century, see, for example: 
Codex Konstamonitus 86 (Στάϑης Ip. Τὰ Xeipoypapa... A, 
660,663-664), Codex Atheniensis 2406 (Velimirovic M. Byzantine 
composers in MS Athens 2406, 15, 18). 

4 The mele of Andronikos are met already in the manuscripts 
of the first half of the XV century, see: Codex Docheiarius 336 
(Στάϑης Ip. Τὰ Χειρόγραφα... A, 396), Codex Atheniensis 2406 
(Velimirovic M. Byzantine composers... 15). 

> In the catalogue of Cyril two melourgs by the name 
Athanasios are recorded (as to the third one, that is, the 
Patriarch of Constantinople, everything is clear about him): one 

| is called “monachos" and the other is called “monachos of 
Athos" (see: The Catalogue somewhat below). In the manuscript 
tradition only two Athanasioi are also known. The name of one 
of them is accompanied by such concrete data as Ἰβηρίτης - 
Codex Xeropotamus 275, fol. 124 v., Codex Docheiarius 339, fol. 
1δόν., ᾿Αϑανάσιος ἐν τῆς Μονῆς Ἰβήρων - Codex Xeropotamus 
317, fol. 129v., ᾿Αϑανάσιος ἡγούμενος Μονῆς Ἰβήρων - Codex 
Docheiarius 332, fol. 113 ν. (Στάϑης Ip. Τὰ Χειρόγραφα... A, 
37,139, 385, 423). The other Athanasios is completely faceless in 
this respect, though the remark of Gr. Stathis (Τὰ Χειρόγραφα... 
A, 699) shows that he refers the epithet ἁγιορείτης to the second 
Athanasios from the catalogue of Codex Xeropotamus 318. As a 
result, it appears that both Athanasioi were monachoi of Athos, 
the first one being monachos of Ἰβήρων while nothing definite 
can be said about the second one. Gr. Stathis established that 
the first of them had lived at the turn of the XIV - XV centuries 
(Στάϑης Ip. Ἢ δΔεκαπεντασύλλαβος.. 108). But it 15. still 
impossible to establish the dates of living of the second one. 
Therefore it is not so easy to understand which of the two 
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Athanasioi was referred to by Cyril as “monachos" and which 
was called "“monachos of Athos" by him. 

6 It is not improbable that Domestikos Theophylaktos 
Argyropoulos (Θεοφύλακτος Αργυρόπουλος), whose name can be 
found in the manuscripts with notation of the first half of the 
XV century; see, for example: Codex Konstamonitos 86 (Στάϑης 
Γρ. Ta Xeipoypaga... A, 660, 666) Codex Atheniensis 2406 
(Velimirovic M. Byzantine composers... 15). 

7 Gr. Stathes places Hieromonachos Anthimos at the end of 
the XVI - beginning of the XVII centuries (Στάϑης Ip. Ἢ 
Δεκαπεντασύλλαβος... 110-111). But if it is the same Hieromo- 
nachos Anthimos whose name is often accompanied by an 
epithet ἁγιορείτης ( "holymontainous", that is "from the Holy 
Mount" , from Athos), or δομέστικος τῆς Λαύρας (domestikos of 
Lavra), or Λαυριώτης (monachos of Lavra), or ἡγούμενος 
Λαύρας ἐν τῷ Αϑῳ (Father-Superior of Lavra on Athos) (see: | 
Στάϑης Tp. Τὰ Xeipoypapa... A, 700), then his work can be met 
in manuscripts much earlier, since the beginning of the XVI 
century, see, for example: Codex Xeropotamus 269 (Ibid., 22). 

8 Hieromonachos Arsenios the junior is a melourg of the 
beginning of the XVIII century. 

? Athanasios V was on patriachal throne from 1709 till 1711. 
Before that he had been the Metropolitan of Tyrnovo, 
approximately from 1687 till 1692, and the Metropolitan of 
Adrianoupoles from 1692 till 1709 (see: Χατζηγιακουμής M. 
Xeipoypapa... 40). 

[0 See comment 5. 

11 Antonios is a master of the first half of the XVIII century. | 
The evidence of it can be found in Codex Iveron 968 written by | 
Antonios in 1724 (Στάϑης Ip. Τὰ Χειρόγραφα... A, v'). 

12 It is highly conceivable that it is the same Vartholomaios, 
monachos and domestikos, who wrote Codex Lavra I 178 in 
1377 (Χατζηγιακουμὴς M. Χειρόγραφα... 81). 

13 Domestikos Gregorios Glykes is a melourg of the pre- 
Koukouzeles epoch. A chant of his “Πάντων τῶν ἁγίων" , created 
in the first echos and “arranged” by lIoannes Koukouzeles, is 
known to us, see: Codex Dionisius 569 (Στάϑης Tp. Τὰ Χει- 
poypapa... B, 695). 
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14 Georgios Kontopetres lived in the first half of the XIV 
century. 

15 Georgios Panaretos is a melourg of the first half of the 
XIV century. 

16 The monastery of Xantopoulos was founded in Con- 
stantinople at the end of the XIV century (see: Janin R. La 
geographie historique de l'empire byzantin, 1/3: Les églises et les 
monasteres. Paris 1963, 378). The works of Gabriel from the 
monastery of Xantopoulos are found already in the manuscripts 
of the second half of XV century, see, for example, Codex 
Xeropotamus 383 (Στάϑης Ip. Τὰ Xeipdypapa... A, 292, 294-295). 
It is supposed to be the same Hieromonachos Gabriel, the 
author of the famous treatise on musical theory, the fragments 
of which have been cited in the present book more than once 
(Hannick Ch., Wolfram G. Det Verfasser des Traktates // Gabriel 
Hieromonachos. Op. cit., 17-21). And indeed, the text of this 
treatise is to be found in the famous Codex Dionisius 570, 
created by loannes Plousiadenos at the end of XV century. 

\7 The works by Georgios Sgouropoulos are included already 
into Codex Konstamonitus 86, dated the first half of the XV 
century (Στάϑης Ip. Τὰ Xeipdypapa... A, 664), and into the 
codex of the same period Codex Atheniensis 2406 (Velimirovic M. 
Byzantine Composers... 17). 

18 Gregorois Bounes Aliates is known to have written Codex 
Sinai 1269 in 1437 - Στάϑης Ip. Τὰ Χειρόγραφα... A, μϑ', see 
also Vogel M., Gardthausen V. Die griechischen Schreiber... 92; 
Patrinelis Ch. Protopsaltae, Lampadarii, and Domestikoi... 148. 

19 That Gerasimos lived in the first half of XV century. 

20 Most likely, it is the same person mentioned slightly above 
(see comment 16), since in the manuscript the name of that very 
Hieromonachos Gabriel is often accompanied by a definition 
"philosopher" (Στάϑης Ip. Ta Xeipoypaga... A, 701). This name 
must have been given to him as to the author of a treatise on 

music which is simple chanters’ eyes may have been close to 
being a "philosopher" . However, it is not improbable that this 
Gabriel was an ascetic monk, in Byzantium such people were 
often called "philosophers" (see, for example: Μιχαὴλ Ψέλλος. 
Xpovoypagia. Μιχαὴλ A’, § 36). 
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21 Gennadios of Anchialos lived at the beginning of the XVII 
century. 

22 Gabriel of Anchialos also lived at the beginning of the 
XVII century, see: Evotpatiddng 5. Θρᾷκες Movoixot//EEBL 
12, 1936, 50-51. 

23 The accepted form is Γεώργιος Πλαγίτης. 

24 Tt is only known that he had lived before the fall of 
Constantinople, see: ξύστρατιάδες Σ. Θρᾷκες Μουσικοί 52. 

25 Supposedly, the works by the Patriarch of Constantinople 
Germanos (715-730) were given in manuscripts under the name | 
of “Monachos Germanos” . Some of his texts, set to music (see: 
Στάϑης Tp. Ἢ Δεκαπεντασύλλαβος... 48, 50) are also known. In | 
some manuscripts Patriarch Germanos is recorded as a melourg: 
Codex Docheiarius 33] (the second half of the XV century). 
Codex Docheiarius 334 (1726), Codex Panteleimonus 905 (the first 
half of the XVIII century), see: Στάϑης Ip. Ta Xeipdypaga... A, 
187-188, 380, 391. However, whether he is the real author of the 
mele of those chants still remains undecided. 

26 Georgios Raidestinos was holding the post of lampadarios 
of the Great Church between 1611 and 1629, and that of ” 
protopsaltes - from 1629 till 1638 (Patrinelis Ch. Op. cit., 150). 

27 The acme (ἀκμή) of creative activity of this illustrious 
melourg was between 1660 and 1685. 

28 Demetrios Dokeianos worked in the first half of the XIV 
century. 

29 This Doukas is mentioned in manuscripts as Ἰωάννης 
Δούκας ὁ Λαοσυνάκτης,. ἁγιοσοφίστης (see: Στάϑης Ip. Τὰ 
Χειρόγραφα... A, 706) and in Codex Docheiarius 323 (about 
1835) he is recorded as Δούκας ὁ ἁγιοσοφίστης Ἰωάννης ἱερεὺς 
ὁ Πρωπολᾶς (Ibid., 370). His mele can be found already in the 
manuscript of the middle of the XY century Codex Atheniensis 
2406 (Velimorovic M. Byzintine composers... 16). 

30 We can only guess what Daniel is implied here as "The 
Ancient” . It is not improbable that he is an author of the seven 
prokeimena of the week, frequently met in manuscripts. 
However, some other Daniel may have been implied here. For 
the chants, ascribed to "Monachos Daniel" are often found in 
manuscripts. But, unfortunately, it has hitherto been impossible 
to establish not only when that “Monachos Daniel" lived but 
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also whether all those chants belong to one and the same 
"Monachos Daniel” . 

31 "The Cheroubikon" , composed in the [V plagal echos is 
often met in manuscripts under the name of Doukas Syropoulos. 
But it is still not established when its author lived. 

32. He lived before the fall of Constantinople, see: ξύσ-- 
τρατιάδης Σ. Θρᾷκες Movorkoi 62-63. Velimirovic M, Byzantine 
composers... 15. 

33 The acme of creative work of Damianos of Vatopedi falls 
on the period from 1680 till 1710. 

34 The first record of that Daniel as of domestikos falls on 
1724. He was holding the post of lampadarios of the Great 
Church from 1740 till 1771, and that of protopsaltes - from 1771 
till 1789 (see: Patrinelis Ch. Qp. cit., 155, 161 - 162, 165). 

35 Most likely, Monachos Theodoulos, the domestikos of the 
Monastery of Μαγγάνων (Θεόδουλος μοναχὸς δομέστικος Μονῆς 
Μαγγάνων), who lived in the middle of the XIV century is 
implied here. Though, sometimes in Codex Atheniensis 2406 
Θεόδουλος μοναχός is mentioned without adding καὶ δομέστικος 
τῶν Μαγγάνων (Velimorovic M. Byzantine composers... 15). 

© See comment 6. 

37 Theodoros Kallikratias is a melourg of the Byzantine 
epoch, see: Etorpatiddns Σ. Θρᾷκες Μουσικοί 65. Velimirovic M. 
Byzantine composers... 11, 15. 

38 Theodoros Glavas is also a melourg, who worked before 
the fall of Constantinople, see: Εύστρατιάδης 5. Θρᾷκες Mov- 
σικοί 65-66. 

39 Theophanes Karykes is the first outstanding protopsaltes 
(1577- 1578) of the Great Church after the fall of Constan- 
tinople. Then he became the Patriarch of Constantinople (1597), 
see: Patrinelis Ch., Op. cit., 149. Χατζηγιακουμὴς M. Χειρό- 
ypapa... 30, 184). 

40 The great reformer of the liturgy of the Eastern Church is 
considered to have lived in the period between 650 and 750. 

41 Toannes Glykes was the Patriarch of Constantinople from 
1315 till 1320. 

42 The first record of the name of Ioannes Koukouzeles is 
believed to have been registered in Codex Petropolitanus 121 and 
Codex Sinai 1256, created in 1302 and 1309. 
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43 Toannes Vatatzes lived in the middle of XV century; for 
more detais about him see: Velimorovic M. Two composers of 
Byzantine music: John Vatatzes and John Laskaris // Aspects of 
Mediaeval and Renaissance Music. New York 1966, 819-821. 

44 There is an opinion that Ioannes Sgouropoulos and Geor- 
gios Sgouropoulos is one and the same person (see: Στάϑης Ip. 

Ἢ Δεκαπεντασύλλαβος... 132). His works are included into the 
manuscripts of the first half of the XV, for example, in Codex 
Konstamonitus 86, fol. 184v. - 191, see: Στάϑης Ip. Τὰ Χειρό-- 
ypapa... A, 664. See also comment 17. 

45 Toannes Ouraniotes lived in the first half of the XV century | 
(see: Στάϑης Tp. Ἢ Δεκαπεντασύλλαβος... 106-107). 

46 Toannes Kladas worked at the turn of the XIV-XV cen- 
turies, see: Velimirovic M. Two compesers of Byzantine music... | 
820-821. 

47 1429-1500, see: "The Exposition of Art" by Ioannes Plou- 
siadenos". | 

48 In manuscripts he is more often referred to as Ἰωακεὶμ 
αν ἀρχιερεύς, ὁ [Σ] αλαμπάσης. Died in 1720. 

9 Ioannes Trapezountios. The first record of him as domes- 
tikos refers to 1727; was holding a post of lampadarios from 
1728 till 1734, was the protopsaltes of the Great Church from 
1736 till 1769 (see: Patrinelis Ch. Op. cit., 153-154, 161, 165). 

°° About these melourgs see: ξύστρατιάδης 5. Θρᾷκες Mov- 
σικοί 51, 67-68. 

51 Kosmas of Maiuma is a Byzantine poet of the turn of the 
VII-VIII centuries. 

52 Konstantinos Magoulas is a melourg of the first half of the 
AIV century. 

53 In some manuscripts he is called Νικόλαος Καμπάνης and 
is a melourg of the pre-Koukouzeles’ epoch. His works "were 
arranged" not only by lIoannes Koukouzeles, but by Ioannes 
Kladas as well, see, for example: Codex Xeropotamus 383, f. 33v., 
173v. (Στάϑης Tp. Τὰ Xerpoypapa... A, 287, 292). 

54 The works by Kornelios are to be found already in Codex 
Konstamonitus 86, dated the first half of the XV century (Στάϑης 
Ip. Ta Xeipoypapa... A, 663), see also Codex Atheniensis 2406, f. 
93, 102v., 204v., 207v. (Velimirovic M. Byzantine composers... 
167). 
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55 Jt is not improbable that Κάλλιστος ἱερομόναχος, ὁ 
[Μ]προύσαλης is implied here. But, unfortunately, nothing cer- 
tain can be said about the time of his life. 

56 Konstantinos of Anchialos lived at the end of the XVI 
century. 

57 Klemes of Lesbos is a melourg of the first half of the XVII 
century. He was also called ἱερομόναχος Μυτιληναῖος. 

58 Toannes Laskaris is a famous master of the turn of the 
XIV-XV centures. 

59 His work is to be found in Codex Atheniensis 2406, the ma- 
nuscript of the middle of the XV century (Velimirovic M. By- 
zantine composers... 17). 

60 This Manuel lived in the middle of the XIV century. 

61 Manuel Gazes worked in the first half of the XV century. 

62 There are two variants: Ανεώτης and ᾿Ανανεώτης. The 
only evidence of this melourg which researchers have at their 
disposal at present (naturally, except some chants ascribed to 
Michael Aneotes), is the assertion of Manuel Chrysaphes (44, 
144) that Ioannes Glykes “imitated Aneotes" (see comment 5 to 
“The exposition of art" by loannes Plousiadenos). Hence, 
Aneotes had lived before the beginning of the XIV century, that 
is, before Ioannes Glykes. 

63 Sometimes he is called Μανουὴλ Κουκουλᾶς. He lived in 
the first half of the XIV century (see: Στάϑης Tp. Ἢ Aexa- 
πεντοισύλλαβος... 107-108). 

64 Two Moschianoi are known: Georgios and Konstantinos. 
They both have lived before the fall of Constantinople (see: 
Velimirovic M. Byzantine composers... 15, 16, 17). 

65 Manuel Argyropoulos lived in the first half of the XV cen- 
tury. 

66 Manuel Agallianos is a melourg of the Byzantine period 
(see: Velimirovic M. Byzantine composers... 17). 

67 The autograph of this Manuel, written in 1545, is known, 
see: Vogel M., Gardthausen V. Die griechischen Schreiber... 275. 

68 Markos Eugenikos lived in the middle of the XV century. 

69 Markos from the monastery of Xantopoulos, later the 
Metropolitan of Korinthos. His autograph of 1434 is known, see: 
Eustratiades §., Arcadios Deacon. Catalogue of the Greek 


83] 


a eee 


a ves 


Manuscripts in the Library of the Monastery of Vatopedi on 
Mount Athos, 238, N 1527. 

70 The works by Manuel Thebaios are found already in Codex 
Konstamonitus 86, dated the first half of the XV century (Στάϑης 
Ip. Τὰ Xeipoypaga... A, 661, 664). 

71 Theodoros Manougras is a master of the second half of the 
XIIf century. 

72 Melchisedek was the Bishop of Raidestos from 1620 till 
1628 (see: Evotpatiadng 2. Θρᾷκες Μουσικοί 70). The 
manuscript of the Sticherarion from the monastery of | 
Taxyarchoi written by him is known (see its description in: 
Χατζηγιακουμὴς M. Xeipoypapa... 124-125). 

73 The acme of creative activity of Manuel Chrysaphes falls 
on 1440-1463. One of its autographs - Codex Iveron 1120 - 1s 
dated July 1458 (see: Lambros S. Catalogue of the Greek 
Manuscripts on Mount Athos. Vol. II. Cambridge 1900, 252), 
and the other one - Codex Seraglio 15 (in Constantinople) - was 
completed on July 29, 1463 (see: Vogel M., Gardthausen V. Die 
griechischen Schreiber... 282). 

74 There are two Meletios of Sinai in the Greek manuscript 
tradition. One of them is called παλαιὸς (ancient): Codices 
Panteleimoni 928 and 1003 (see: Στάϑης Ip. Ta Xeipoypaga... B, 
228, 404). The years of his life are unknown. The other Meletios 
of Sinai lived in the second half of the XVII century (see: 
Στάϑης Γρ. Ἢ Δεκαπεντασύλλαβος... 120-121). 

759. Balasios is the iereus and nomophylax of the Great 
Church, the acme of his activity falls on 1670-1700.. 

76 Manuel Goutas is a protopsaltes of Thessalonike. His 
autograph - Codex Iveron 1094 - is dated 1700 (Lambros S. 
Catalogue II, 250). He is supposed to have lived in Thessalonike 
after 1720 as well (see: Χχατζηγιακουμὴς M. Xeipoypaga... 41). 

77 Nikephoros Ethikos lived at the end of the XIII century. 

78 Many melourgs bearing the name of NIkolaos are known 
to the Greek manuscript tradition. But here, most likely, 
Nikolaos Kampanes above-mentioned in the catalogue, 1s 
implied. For this melourg is called both "domestikos Nikolaos” 
and “Kampanes’ . Therefore he was mentioned twice in the 
catalogue of Cyril. 


| 79 When still a hieromonachos, Nathanael Nikaias wrote 
"The Sticherarion" - Codex Iveron 954 - in 1650 (see: Χατί- 
ηγιακουμὴῆς M. Χειρόγραφα... 128-129). 

9 About the hypothesis of the meaning of the nickname 
"Τραμουντάνης" see in the article: Velimorovic M. Byzantine 
composers... 11, footnote 9. 

81 Nikolaos Assan lived at the end of the XIV century -in the 
beginning of the XV century, see: Στάϑης Tp. Ἢ δεκα- 
πεντασύλλαβος... 94-95. 

82 It seems that in such elevated way Nikephoros Kantou- 
niares, the author of the Catalogue from Codex Vatopedi 1427 

| and, perhaps, from Codex Xeropotamus 318, introduces himself 
to the reader. 

83 Xenos Korones is a famous fellow-pupil of Ioannes 
Koukouzeles and a pupil of Ioannes Glykes; he lived in the first 

half of the XIV century. 

84 This Pankratios lived in the XVII century. 

85 Most likely, the Paisios, whose chants are found already in 
the manuscripts of the XVI century, for example: Codex Xero- 

potamus 273 and Codex Docheiarius 336 (Στάϑης Ip. Τὰ Xei- 
ρόγραφα... A, 32, 402). All other Paisioi lived later and thus 
could not get into the Catalogue of Cyril. 

86 He is known as Μιχαὴλ τῆς Πατζάδος by manuscripts. In 
the monument of the second half of the XV century - Codex 

Xeropotamus 383 - his chants are given already "arranged" by 
Ioannes Koukouzeles. Hence, he can also be reffered to the 
melourgs of the pre-Koukouzeles period. 

87 The acme of creative activity of this famous master falls on 
1701-1725. 

88 Panayiotes Chalatzogiou worked from 1703 till 1748 (for 
more details about it see: Χατζηγιακουμὴς M. Xeipoypapa... 42- 
43. Patrinelis Ch. Op, cit., 152, 160, 164-165). 

89 In Codex Panteleimonus 938 (the end of the XV century) 
there is a title: "ποίημα tod Λαοσυνάπτου τῆς ἁγίας ἐκκλησίας, 
οὗ τὸ ἐπίκλην τῆς Ψηρίτζας" (Στάϑης Tp. Ta Xeipoypagea... 
Β,245) - "A composition of the laosynaktes of the Great Church, 
whose nickname was Pseritzes”. So most probably, the melourg 
known aS Συμεὼν Ψηρίτζης by manuscripts, is implied here. He 
belongs to the pleiad of the masters of the pre-Koukouzeles 
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period, for his works were arranged by Ioanncs Koukouzeles, 
Xenos Korones and other musicians of later periods (see: Στά-- 
Inco Ip. Ta Χειρόγραφα... A, 293, B, 17, 587, 696, 743). 

“0 It is no mere chance that the compiler of the Catalogue 
given in Codex Xeropotamus 318, changed Συμεὼν Ψηρίτζης for 
Συμεὼν Ἰβηρίτης. He seems to have known what CyriJ had not 
guessed about, namely, that Symeon Psyritzes and Symeon the 
laosynaktes of the Great Church, was one and the saine man 
(see the previous comment). Therefore, to annul the repetition, 
he did his correction. However, we know nothing about Symeon 
Iberites. 

91 Joannes Tzaknopoulos is a melourg of the second half of 
the XIV century. 

92 Philipp Gavalas is a melourg of the first half of the XV 
century. 

93 Phokas is the domestikos and lampadarios of the Great 
Church of the second half of the XVI century (see: Vogel M., 
Gardthausen V. Die griecheschen Schreiber 44; Patrinelis Ch. 
Opreit., 159). 

94 Chalivoures lived in the second half of the XIV century. 

95 Christophoros Mystakon is a master of the second half of 
the XIV century. 

96 The acme of creative work of Chourmouzios falls on 1690- 
1720. 

97 The acme of creative activity of Chrysaphes the New falls 
on 1650-1685. 
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INDEX CODICUM 
(K pyccKoMy TeKCTY) 


Codex ancien fonds grec 360 (cM.: ἀγιοπολίτης) 


Codex Atheniensis 965 
Codex Atheniensis 968 
Codex Atheniensis 2401 
Codex Atheniensis 2406 


Codex Barberinus Graecus 300 


Codex Bodleianus38(0l.3373) 


Codex Constantinopolitanus 811 


Codex Constantinopolitanus Seglio 15 
Codex Dionisius 569 
Codex Dionisius 570 
Codex Docheiarius 318 
Codex Docheianius 323 
Codex Docheiarius 331 
Codex Docheiarius 332 
Codex Docheiarius 334 
Codex Docheiarius 336 
Codex Docheiarius 339 
Codex Docheiarius 380 
Codex Docheianus 401 
Codex Iveron 954 
Codex Iveron 968 


Codex Iveron 1094 
54 3anaz Ν" 2443 


518,546 

400 

649 

647,648 
137,805-809,811 


61,110,112,182,184,185,187, 
188,408, 536,549,551,553-555 


399 


61,110,399,406,408,5 14,516, 
§21-523,525 


812 

806 
399,401,642-649,679,682,807 
400,532 
808 

808 
130,805 
808 
805,813 
805 

130 

402 

812 

806 


812 
849 


<a 


Codex [veron 1120 
Codex Iveron 1279 


Codex Jerusalimitanus 332 


Codex Konstamonitus 86 
Codex Konstamonitus 97 
Codex Koutloumousius 457 
Codex Koutloumousius 461 
Codex Lavra I. 67 

Codex Lavra E. 148 
Codex Lavra 1. 23 

Codex Lavra 1.45 

Codex Lavra 1.178 

Codex Lavra 545(E 83) 


Codex Lavra 1656 


812 
400 


88,188,243, 327,328, 365,399-400 
406,408, 533-537,539,551 


39,50, 133,805-807,810,811 
402 

538 

400 

222 

39 

242 

242 

806 

641 


66,67, 108,243,327,328 ,366,400,406,408 
512,514,516,521-523,525,527,534,536,539 


Codex Leimonnus 250 704 
Codex Marcianus Graecus VII 41 (coli 1468) 242-243 
Codex Metamorphosis 56 130 
Codex Panteleimonus 801 242 
Codex Panteleimonus 905 808 
Codex Panteleimonus 928 812 
Codex Panteleimonus 938 137,813 
Codex Panteleimonus 972 130 
Codex Panteletmonus 1003 812 
Codex Pantelermonus 1017 130 
Codex Petropolitanus Graecus 121 809 


Codex Petropolitanus Graecus 126 


Codex Petropolitanus Gmecus 239 


Codex Petropolitanus Graecus 494 
Codex Petropolitanus Graecus 495 
Codex Petropolitanus Graecus 496 
Codex Petropolitanus Graecus 497 
Codex Petropolitanus Graecus 498 
Codex Petropolitanus Graecus 500 
Codex Petropolitanus RAIC 63 
Codex Petropolitanus Archivi Academiae 
Scientiarum Rossiae, thesaurus 11, 
descnptio 1, N 159. 

Codex Psachus 

Codex Sinaiticus 1230 

Codex Sinaiticus 1256 

Codex Sinaiticus 1269 

Codex Vaticanus Graecus 872 
Codex Vatopedi 1425 


Codex Vatopedi 1427 


Codex Vindobonensis Univ. I 53 (I 231-698) 


Codex Xenophontus 144 
Codex Xenophontus 153 
Codex Xenophontus 156 
Codex Xeropotamus 269 
Codex Xeropotamus 273 
Codex Xeropotamus 275 


54° 


40 


88, 188,241-248,257-294, 332, 
364, 365, 368,408,554 


35-42,51-68,112,113, 182,294 
217-230 
181] 


83-88,95-113,181,182, 
286,287 ,294,525 


129-139,151-190,217,220,294 
645 


66,85,88, 183, 187, 188,243,245,286 
293, 325,327,328, 364,365,390. YacTb II. 


319-321,357-372 
723,750 

317 

809 

807 
88,110,243,408,520,549 
130 

781,782,813 

641 

130 

130 

402 

806 

813 


805 


$51 


_——- 


Codex Xeropotamus 317 | 805 
Codex Xeropotamus 318 781,782,805,813.814 
Codex Xeropotamus 330 723 
Codex Xeropotamus 373 130 
Codex Xeropotamus 383 137,807,810,813 
Codex Xeropotamus 403 704 


Codex τῆς ἸἹστορικῆς καὶ | 
Εθνολογικῆς Εταιρείας 704-706,723,750,782 


852 


INDEX CODICUM 
(For the English text) 


Codex ancien fonds grec 360 (see: ἁγιοπολίτης) 


Codex Atheniensis 965 
Codex Atheniensis 968 
Codex Atheniensis 2401 
Codex Atheniensis 2406 


Codex Barberinus Graecus 300 


Codex Bodleianus38(ol.3373) 


Codex Constantinopolitanus 811 


Codex Constantinopolitanus Seglio 15 
Codex Dionisius 569 
Codex Dionisius 570 
Codex Docheiarius 318 
Codex Docheiarius 323 
Codex Docheiarius 331 
Codex Docheiarius 332 
Codex Docheiarius 334 
Codex Docheiarius 336 
Codex Docheiarius 339 
Codex Docheiarius 380 
Codex Docheiarius 401 
Codex Iveron 954 
Codex Iveron 968 


Codex Iveron 1094 


596,624 

412 

660 

658,659 
147,825-829,831 


74,124, 126,206,209,212,420 
613,627,629,630-632 


411 


74,124,411,418,420,592 
594,599,600,60 1,603 


832 
826 

411,413,653-660,69 1,694,827 
412,610 

828 

828 

191,825 

828 

825,833 

825 

141 

414 

833 

826 


832 


853 


Codex Iveron 1120 


Codex Iveron 1279 


Codex Jerusalimitanus 332 


Codex Konstamonitus 86 
Codex Konstamonitus 97 
Codex Koutloumousius 457 
Codex Koutloumousius 461 
Codex Lavra Γ. 67 

Codex Lavra E. 148 
Codex Lavra 1.23 

Codex Lavra _ I. 45 

Codex Lavra 1.178 

Codex Lavra 545(E 83) 


Codex Lavra 1656 


Codex Leimonnus 250 

Codex Marcianus Graecus VII 41 (coll 1468) 
Codex Metamorphosis 56 

Codex Panteleimonus 801 

Codex Panteleimonus 905 

Codex Panteleimonus 928 

Codex Panteleimonus 938 

Codex Panteleimonus 972 

Codex Panteleimonus 1003 

Codex Panteleimonus 1017 


Codex Petropolitanus Graecus 121 


854 


832 
412 


94,213,251,348,349,377,411-412 
418,420.610,612-6 14,617,529 


47,48, 144,825-827,830,832 
414 

617 

412 

233 

47 

251 

251 

826 

652 


79,80, 122,251,348, 349,378,412,418,420 
590,592,594, 599,600-605,612,613,617 


717 
251 
141 
251 
828 
832 
147,833 
141 
832 
141 
829 


Codex Petropolitanus Gmecus 126 


Codex Petropolitanus Graecus 239 


Codex Petropolitanus Graecus 494 
Codex Petropolitanus Graecus 495 
Codex Petropolitanus Gmecus 496 


Codex Petropolitanus Graecus 497 


Codex Petropolitanus Graecus 498 
Codex Petropolitanus Graecus 500 
Codex Petropolitanus RAIC 63 
Codex Petropolitanus Archivi Academiae 
Scientiamum Rossiae, thesaurus 11, 
descnptio 1, N 159. 

Codex Psachus 

Codex Sinaiticus 1230 

Codex Sinaiticus 1256 

Codex Sinaiticus 1269 
Codex Vaticanus Graecus 872 
Codex Vatopedi 1425 


Codex Vatopedi 1427 


Codex Vindobonensis Univ. I 53 (1 231-698) 


Codex Xenophontus 144 
Codex Xenophontus 153 
Codex Xenophontus 156 


Codex Xeropotamus 269 
Codex Xeropotamus 273 


Codex Xeropotamus 275 


ee ee 


855 


48 


94, 212,249-271,307-316,352, 
376,377, 380,420,632 


43-81, 126,206,316,43-55,69-82 
229-240 
206 


89-99, 114- 128,206,309 
310,316,603 


140-165, 191-216,229,232,316 
656 


79,91,94,208,212,213,251,253,307 
316,346,348, 349, 376,377,395. Part. I] 


340-343, 357-360,373-385 
724,771 

338 

829 

827 
94,124,251,420,598,627 
141 

784,785,833 

652 

141 

141 

414 


826 
833 


825 


------“ ΠΝ. 


Codex Xeropotamus 317 825 
Codex Xeropotamus 318 784,785 825,833,834 
Codex Xeropotamus 330 724 
Codex Xeropotamus 373 141 
Codex Xeropotamus 383 147,827,830,833 
Codex Xeropotamus 403 716 


Codex τῆς Ἱστορικῆς καὶ 
Εθνολογικῆς Εταιρείας 717--719.,724,771,785 


856 
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INDEX NOMINUM 


(K pyccKomy TeKCTy) 


"Wmena “3 “Karanora Melypros” (786-804) 3mecb He NpHBOLATCA 


AHeOT 680 
AHTOHHH (=A. Καπγοτμη) 84 
Arocton Koxctac 290 
Apucrugz KBXHTWIMaH §13,520,525,537 
ApHcToTesib 392,513,683 
ApMcToKceH 533 
ApHcTodaH 544 
Adanacuit Αποκοδηπρημοκμῆ 325 
Βακχμῆ 513 
Benewesuy B. 84,218,318,319,372 
BpoHwtdH B. 545 
Beruxkos MM. 37 ,38,42,218,321 
Bacau Βεοπμκμῆ 515,516,698 
BakuHuiTenH M. 21 
Buccapyy 639 
ΒΠΆΠΗΜΗΡ (ἈΡΧΗΜΔΗΠΡΗΤ) 18 
ΓΆΒΡΜΗΠ, ΜΟΡΟΜΩΧ 62,68,107,112,184,247,287,288,290-293,328-330,332,334, 


364,367,368,370,371,399,513,522,528,532,534, 
452-543,556,643,681,723,752-759,807 


TaneH Κπαβημῆ 545 


Teopruikt Kexzpuy 326,404,517 


Teopruh Cyraypu 392 


Tepumau E. 17,37,62,85, 187,285,335, 368,404, 512,517,520,558 


Tecuxnn 324,531,540 


857 


ΓΗΠΠΟΚΠΜΕ 

ΓΡΔΗΟΤΟΜ E. 

ΓΡΗΓΟΡΜΗ͂ Iporoncanr 
jaBya, Llapb 

ΠΆΜΟΗ 

Πμμμτρμΐὴ Jlor 
ΠΗΜμΜτρμῆ ΟΜΗΔΠΜΗ 
ἤμοπορ 
JMMTpHeBcKHit 
EsreHuvui, BeIMKOMyYeHHK 
EpHutegt B. 

3arpe6uH B. 

3anues A. 

MrnaTui 


ΜΟΔΗΗ ΓΠΗΚΑ 


οδηη Πάμδοκμη (cm. IIcesgo-Jamackun) 


VWoaHx 3onapa 
Moann Koray 


MoaHH Kyxy3e7b 


Moan Jlacxapuc 
MoaHy Mounax 
ΜΟΔΗΗ Ilennvacm 
Moany [ΠΠγομΆΠ ΜΗ 


ΜΟΔΗΗ ΧΡΜΞΟΟΤΟΜ 


Moan, ὙΤΕῚΙ 


402,427,428,474,485,507 
700 

723 
137,138 
516 

346 

317 
35,36,218 
21 

21 

91 


133,134,154, 169,642,680 


86,328,391,392,399,401-405,446,455, 
4$8,474,476,496,501,502,507,508,529,546,555 


403 


642 


37,39,40,41,85,87,88, 111,112,131, 133, 164-165,178, 
242-244,401,407,477 ,642,643,662,673,680 


399 ,642,643,647-648,679 
404 


284 


390-393, 399,40 1,406,410,639-649,671,677,679-683 


446,516,529 


241-242 


_. °° °° °° ° °» 


VMocud 476,508,555 
KywuaHyn IT. 389,390 
Kupwyi MapmMapuHcKuit 328, 390,393,697-709, 723,725,739, 749-759,780-782 
Kwicenera JI. 21 
Κπϑοημα 655 
Kouypatses IT. 85 
| KocbMa MaitioMcKHh 328 ,446,455,496,501,527,546 
Kcena Kopona 133,642 
KceHodmoHT 324 
JIeG6enes B. 85 
JleGenesa HV. 18,390,392,709 
JIuxayes H. 129 
Πιοδαροκμῆ 3. 21 
Mapk Buaatuc ‘ 39-41 
Many BpveHHui 13,284,540 
Many Xpucad 66,68, 243-244, 534,558, 643,680,723,735,752,754,758 
Muxawi Biemia 317,318,321,322,335-337,357,361,364- 367,369 
Muxani licenn 284,807 
| Mycen 700 
| Heognut μ8 Jlamacka 217,218,405 
| Hukndop Bremmuy 318,364 
Huxkuodop MtTuk 680 
| Huxudop KaHTyHHapuc 781 
) Hukuodop Kamer Kcautonyn 679,680 
Ημκοπαῦ Mecapur 329,335 


| HHKOMaxX 537 


OBYMHHHKOBa-ITestuH 
Opden 

TlapcaHnit 

Tlanamen 

Wananotuc Xanagq3ornry 
IlamBa 

ΠδΔΗΚρατμῆ 

IlaxuMep Teoprunh 
Iletp bepexer 

Iletp Bu3sanTHhcKnH 
Herp WenononHeccKni 
Ilucbarop 
ITudaropenunl 

ΠΠΆΤΟΗ 

Ποππυκο 


Παρφμρμῆ νοποηοκμῆ 


IIcaxoc K. 
Iicepno-JlamMacKHH 
Icesgo-ITsryrapx 
I]TonemMer-ABIeT 
Iitonemek Κπαβπμῇῇ 


PomanH, "“clakoneBel" 


CamywWl, MHTponouMtT JlepKoH 


ΟΜΗΔΠΜΗ, AbAKOH 


CoxkpatT, cxomacTuK 


289 
697,780 
325 

399 

284 

709 
244,705 
402,698,704,705 
700 

284 
323,540 
324,531 


19,31,35,84.85, 129, 131,217,241,242,244,317-321,335,364, 
366, 369,370, 372,400,645 


723 

245, 328,392,393, 399-401,306,407,409,512,513,643,723 
325,683 

546 

289,424,445 ,457,457,496,501,512,513.545-546,750 
242 

390,698, 699,704 

137,138 


517 


860 


OO 


CoxkpaT, Pwiocod 


CoJIOMOH, Lapb 


CredaH KoHcTaHTHHOMOJIbCKMK 


Creqdanosuy JI. 
Caipxy IT. 

Teou CmupucKknit 
THuMoger 

Teoyop 

@®MeoyopuT Κηροκμηῆ 
MeodahH McnopeqHuK 


@Meodwil, HMNepatop 


@Mwoiapet (=lyMuneseKnh JI.) 


@®j1aBhaH 

Moma AKBHHCKHK 
@Moukuy ΡΒ. 

Xpucad Hospi 
Ulsapu E. 

OBMONI 

OMMeAOK 

lOseHa 

FOcTHHHaH, HMMepatop 
Akos IletonoHHeccKkni 
Anonymus 
Arcadios, Deacon 
Aristanetus 


Athenaeus 


861 


700 
474,507 


403 


537,538 

545 
476,508,555 
516 

403 

326 

321 
429,487,516 
641 

18,21 
402,403 

21 

700 

538 

324 

83 

705 

520,540 
781,782,811 
325 


323,683 


Avenary H. 
Bentas Ch. 
Bick J. 
Christ W. 
Conomos D. 
Coxe H. 
Delehaye H. 
Devae G. 
Du Cange 
Ekkehardi IV 
Fleischer O. 
Floros (Ὁ. 
Gardthausen V. 
Gerbert M. 
Goar J. 
Gregonius Nissenius 
Haas M. 
Haas R. 
Halkin F. 
Hannick Ch. 
Hardt Ign. 
Heisenberg A. 
Hickman H. 
Hucke H. 
Huglo M. 


Hunger H. 


862 


323,327 

647 

641 

16,133,184 

112,183,244 

399 

242 

37 

531 

326 

17,133,327 

37, 111,221,222,225,527,528,551,553 
16,641,807,814 

16,134, 184,325, 326, 327,330,682 
328 

515 
37,187,222. 

327 

242 

17,62, 187,284,545,556,754,807 
641 

330 

323 

62,323 

37,62,327 


17,284 


Jammers E. 

Janin R. 

Kienle A. 

Kunz L. 

Lambros S. 
Lampsides O. 

Lieler P. 

Macarie ieromonahul 
Mazal O. 
Milojkovic- Dyuric J. 
Mioni El. 
Mocquerean A. 
Mosin V. 


Muralt E. 


Palikarova Verdeil R. 


Philostratus 
Politis L. 
Pseudo-Alcuinus 


Pseudo-Plutarchus 


- Raasted J. 


Rebouss L-B. 
Richter L. 
Sachs C. 
Salvo B. di 
Schlotterer R. 


Stablein B. 


323 


807 

326 

37 
242,243,400,812 
242 

17,284 

13 

325 

17 

243 

322 

36 

18 

225,243,527 

545 

641 

682 

683 

37, 110,188,228, 332,519,546,547 
88, 188,327,328,400,401,408, 534,535,536,539,542,544-546 
284 

532 

iz 

546 


323 


863 


Stohr M. 
Strunk O. 


Tardo L. 


Thibaut J-B. 


Tillyard H.J.W. 
Touliatos D. 
Traljic S. 
Velimirovic M. 
Villoteau G. 
Vincent A.J.H. 
Vogel M. 
Wachsmann K. 
Weil H. 
Wellesz E. 
Werner E. 
Wessely o. 
Williams Ed. 


Woifram G. 
Αλυγιζακῆς A. 


Βεργώτης I. 


Δουκάκης K. 


Δυοβουνιώτης K. 


Εστρατιάδης Σ. 


Ζακυθηνός Δ. 


404 


37 


62,66,67,88,108,110,112,182,184,185, 


187,188,243,318,322,327,328,364-366,368,369, 
372.400.40].408,409.512.520.526.532.536.539.545.549.551.555 


35,36,61,84,88,110,188,218,220,224,241,243,244,399,401,408,522, 


864 


$26,546,549,551 
222,228 

649 

36 

137,805-813 
400,407 ,541-542 
547 

641,807-814 
546 

324 

37, 109,322,546 
37,322 

325 


243,648 


62, 187,545,556,754,807 


649 
13 515: Ὁ 
243 


704,782 


39,781,782,807--812 


697 


Κριαράς Epp. 
Λαμπαδάριος Σ 


Μανούσσακας Μ. 


Παπαδόπουλος-Κεραμεὺς A. 


Παρανίκας Μ. 
Πατρινέλης Χ. 
Πότλης Κ. 
Ράλλης Κ. 
Σακκελίων I. 


Στάθης Γρ. 


Τσοιρπάνλης Z. 
Φιλοξένης Κυριακὸς 
Χατζηγικουμῆς Μ. 


Χρύσανθος ἐκ Μαδύτων 


55. 3anaa W 2443 


62 

243 

639,641,648 

242,399 400,645 697,698,704 
17,133,184 

641,807-814 

518 

518 

400 


13,39,40,67,84,130,133,137,189,290,399-—402 
538,558,642,645 648,704,781 ,805~—813 


640 
13 
13,130,704,782,806-—-812 


13,67,322,364,365 556 
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INDEX NOMINUM 


(For the English text) 


The names from "The Catalogue of Melourgs” 
(786-793,815-824) are not mentioned in here 


ΔΗΤΟΗΜΗ (=A. KallycTuH) 
beHeulesuy B. 

ΒΡΟΗΠΙΤΞΗ B. 

ΒΒΓΙΚΟΒ HM. 

ΒΠΑΠΗΜΗΡ (ΑΡΧΗΜΔΗΠΡΗΤ) 
ΓΘΡΗΜΒΔΗ E. 

Tpanctpem E. 
JIMMTpHeBcKHH A. 
EpuHurreat B.K. 
KouHapartses IT. 

Jle6egena ΚΙ. 

Jivxayes H. 
OBYHHHHKOBA-TlennH B. 
Crecdbanosuy JI. 


Caipky Π. 


@Mwiapet (TymMMiescKuHH J.T.) 


Aneotes 

Anonymus 

Apostle Konstas 
Arcadios, the Deacon 
Anistanetus 


Anstides Quintilianus 


90 

90,230,339, 340,384 
623 

43,44, 50,230,342 
26 
25,26,45,75,91,2 12,307,355, 380,416, 590,595,598,635 
27,44 

346,347 
43,44,230 

91 
27,395,397,722 
140 

395 

25 

251 

342 

693 

598,618 

312 

784,785,831 

346 


591,598,603,614 
866 


—_—_—_————SS.:.:?:?. ee 


Anistotles 397,591,695 
Aristoxenos 611 
Anstophanus 622 
Athanasius Alexandrinus 346 
Althenaeus 344,694 
Avenary H. 343,347 
Bacchius 22,591 
Basil of Great 593,594,711 
Bentas Ch. 658 
Bessarion, the Latin Patnarch of Constantinople 650 
Bick L. 652 
Christ W. 25,143,209 
Chrysaphes the New 414,415 
Conomos D. 126,208,252 
Coxe H. 411 
Cyril of Marmara 24,348, 395,397,710-722,724,725,760,770-779, 783-785 
Damon 712 


David, the King 
Delehaye H. 
Demetrios Lotos 
Demetnos Sinadinos 
Devai G. 

Diodorus 

Du Cange 

Ekkehardi IV 


Empedocles 


55* 867 


[RRS rt ees ec ee -. - 


414,427,428 ,474,462,584 


250 
724 
147,148 
45 

594 
609 
347 
6.16 


Eugenios, the Martyr 
Eumolpus 

Flavian 

Fleischer O. 

Floros C. 

Fonkich B. 


Gabriel Hieromonachus 


Galen Claudius 
Gardthausen V. 
Georgios Cedrenus 
Georgios Sougdoure 
Gerbert M. 

Goar J. 

Gregorius Nissenius 
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Codex Petropolitanus Graecus 239 
(fol. 17-fol.24) 
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